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The purpose of this instrumental case study was to be able to define and describe 
ways in which professional musicians self-assess their own jazz improvisations in a jazz 
combo setting. Participants included four experienced jazz musicians who performed 
together regularly and had developed deep social and musical connections with one 
another prior to the study. Data were collected in five phases: 1) a rehearsal observation, 
2) a group interview, 3) a second rehearsal observation, 4) a journaling session, and 5) a 
focus group. Five themes were developed from the data—“Empathy,” “Self-Doubt,” 
“Transcendence,” “Prior Knowledge,” and “Self-Awareness.” Self-Awareness served as 
a meta-theme to which the other four themes were connected. Further analysis of the 
themes indicated that the participants utilized self-assessment through non-verbal 
communication, deep listening, connecting to their past experiences, incorporating 
musical constraints such as form and harmony, using Norgaard’s (2008) tools of 
evaluative monitoring and sketch planning, and through empathetic attunement (Seddon, 
2005). The participants actively tried not to be consciously self-aware while they were 
improvising, because they felt that it hampered their creativity. Finally, the musicians 
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integrated self-assessment practices specifically to help them release their self-doubt, 
with the intention of practicing empathy to connect with one another and achieve a 
transcendent state while performing.  
 
Keywords: creativity, deep listening, emotional intelligence, empathetic attunement, 
empathy, evaluative monitoring, flow state, jazz improvisation, prior knowledge, 
transcendence, self-assessment, self-awareness, self-doubt, sketch planning, social-
emotional learning.   
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Creativity: the development of original, coherent ideas. 
Deep listening: an intense form of non-verbal communication that serves as a form of 
self-assessment and as a way to practice empathy between people.  
Emotional intelligence: the ability to perceive emotions, to access and generate 
emotions so as to assist thought, to understand emotions and emotional knowledge, and 
to reflectively regulate emotions so as to promote emotional and intellectual growth 
Empathetic attunement: a state of being in which musicians are so absorbed in their 
activity, that the opportunity for exploration, risk-taking, and concentration is rife and 
deepened. 
Empathy: the ability to understand another person’s point of view, from their 
perspective. 
Evaluative monitoring: when musicians reflect back on musical ideas that they have 
already performed to inform future ideas. 
Flow state: the mental state of operation in which a person performing an activity is fully 
immersed in a feeling of energized focus, full involvement, and enjoyment in the process 
of the activity. 
Jazz improvisation: the ability to extemporaneously create music by drawing upon a 
knowledge base of music and technical performance skills without the opportunity to edit 
what is performed. 




Self-awareness: knowing one's internal states, preferences, resources, and intuitions, and 
being able to accurately self-assess. 
Sketch planning: when an improviser conceives ideas or fragments prior to performing a 
musical passage. 
Social-emotional learning: a student-centered learning style, with a focus on cognitive, 
affective, and behavioral competencies such as self-awareness, self-management, social 
awareness, relationship skills, and responsible decision-making. 
Spontaneous musical utterances: musical phrases that emerge in response to another 
player’s musical ideas, derived from the ways in which a musician acquired and 
developed improvisation skills by combining personal performance histories with jazz’s 
artistic traditions in order to absorb and exchange ideas. 
Transcendence: a state of being that is characterized by an altered consciousness, during 









Chapter 1: Contemplation 
Backdrop 
The band room was an inviting place, with carpeted floors, cedar-stained paneling 
on the walls, and an overstuffed sofa near the entrance. Students in the music department 
regularly found solace within the walls of the band room during music-making and in 
social contexts. The Emotions Jazz Combo rehearsed in the room about once every week. 
The members of this quartet were all eager jazz musicians, with experiences that went 
beyond those of the average high school student musician. What follows is an account of 
a rehearsal that I observed; one that renewed my sense of joy and reminded me why I 
teach music. It also served as a springboard for me to embark on the research in this 
study.  
During this rehearsal of the Emotions Jazz Combo, Roy, the drummer of the 
group and AJ, the saxophonist, were the first to arrive. They entered the room together, 
chatting about a jazz recording that they had listened to the previous evening. They both 
expressed their excitement when remembering a specific moment of an improvised solo 
on the recording. “Ooh!” said Roy, “I could not believe he was able to do that! It was oh! 
Mmm!” AJ retorted with, “Uh, yeah, oh, ungh! He just blew me away! I’m going to learn 
that solo and start transcribing it this week.” Thus, a number of verbal, nay, guttural 
reactions, set the tone for one of the ways in which the members of the Emotions Jazz 
Combo expressed themselves to one another, with responses that often went beyond any 
specific emotion. They were feelings that cannot actually be put into words and so, they 





Roy sat down at the drum set and started practicing a samba groove while AJ set 
up his alto saxophone. Meanwhile, Dirk entered the room and walked to the instrument 
storage room, where he unpacked and hauled out the upright bass. Their musical creation 
started off somewhat randomly. It was not any recognizable tune; rather AJ played 
improvised melodic fragments over Roy’s samba and they composed a spontaneous 
series of rhythmically complex ideas. While he was playing, AJ looked over at Dirk, who 
was now carrying the bass over to them. AJ raised his eyebrows and shifted his eyes to 
the left, seemingly instructing Dirk to hustle into position, so they could all three rehearse 
together. Dirk responded with an, “Ugh,” followed by, “ok, ack.” These monosyllabic 
retorts were echoed by Roy, who mimicked Dirk, but in a higher pitch, jibing the bassist 
in a friendly manner.  
AJ and Roy continued to samba while Dirk set up his bass and tuned the strings. 
Just then, Ryan, the trumpet player, entered the room and quickly scampered over to the 
others. He inserted the mouthpiece into his instrument and started to play immediately. 
Each member of the combo began to slowly get into the groove of performing with one 
another and continued the development of their musical ideas. One of the most 
compelling observations was the way in which Ryan reacted to the others. He was 
completely engrossed in what the other musicians were creating. Ryan’s eyes were closed 
tightly, as if he could see all of the music in his head, and he responded with incoherent 
verbal coos and cries, “Ungh. Mmm. Uh-huh,” showing his support for and appreciation 
of the ideas that the others offered. Then, as if he could not suppress the idle abeyance 





Ryan continued to add his musical commentary on AJ’s playing until the two 
began to banter back and forth with their instruments. In doing so, AJ started to play 
faster, higher, and louder. It was as if he was trying to prove something but could not 
quite express it through his instrument. And then it happened: he removed the 
mouthpiece from his lips, relaxed his facial muscles, and continued the musical line with 
the gravelly rasp of his voice, groaning and squawking loudly, moving from saxophone 
to voice in a seamless fashion, unable to find another way to asseverate his feelings. Roy 
and Dirk both ceased playing immediately and started laughing uncontrollably, while AJ 
glared at them with mock disdain. In his feigned exasperation, AJ asked, “What?!,” to 
which Roy countered with a simple, “Uh-huh,” and continued expressing his mirth. In 
one of the most coherent sentences of the day, Dirk stated, “I really like you guys. You 
bring out the best in me,” somewhat endearingly. In their typical fashion, the others 
regurgitated their own sentiments, “Mm-hmm,” “Uh,” and the unexpected, “I agree.”  
After observing their silly antics and some profound moments of musical 
interchange, I began to wonder where these musicians’ ideas came from. How did they 
determine what to play next? What was Ryan contemplating while he was listening to the 
other musicians with his eyes closed? And perhaps most importantly, how were the 
emotions of these teenagers influencing the ways in which they improvised jazz music? I 
decided to examine the ways in which jazz musicians communicate with their inner 
selves, as well as they ways that they are influenced by other musicians. I wanted to focus 
my observations on professional musicians, because they are less likely to be constrained 






Aiding Student Learning 
This introductory vignette illustrates how I was inspired by my former students to 
delve into research involving the psyche of jazz musicians. One of my primary goals was 
to uncover information that might be useful in teaching jazz improvisation. This study 
was directly related to my work as a music educator who taught jazz improvisation. The 
students in my jazz program performed at an extremely high level, winning regional and 
state awards on a regular basis for their ensemble performance and individual 
improvisations. I was not, however, a trained jazz musician and the students’ level of 
improvisation performance often exceeded the level of my own improvisational abilities. 
As such, I was interested in ways that I could instruct my students, despite this 
deficiency. The most advanced students were highly motivated to spend their practice 
time developing the technical aspects of their playing. This meant that we could spend 
our rehearsal time focusing on the higher levels of achievement in jazz performance, or 
what Kossak (2007, p. ii) called “understanding, support, deep listening, a willingness to 
hold and give space, the ability to tolerate chaotic or unpredictable states, and empathy.” 
According to Palmer (2013), professional jazz musicians are more likely to be able to 
accurately self-assess to perform expressive improvised solos than less-experienced 
musicians. If equipped with a more thorough understanding of how professional jazz 
musicians self-assess, I could develop a curriculum that might help my students to further 
employ Kossak’s (2007) higher levels of jazz performance.  





function, especially when it came to incorporating these emotions in an artistic 
performance. When performing music with others, I have often felt emotions unlike those 
that I have experienced during any other interaction. Through completing this study, I 
hoped to find tools to help my students experience the unique states of human emotions 
that I have felt while making music with others. 
Human Connectedness Through Jazz Education 
In order to better understand how jazz musicians listen and respond to one another 
during an improvisation, it was important to frame this discussion in terms of social 
relationships. In particular, my focus was on the ways in which musicians engaged with 
their internal dialogue (i.e., the ways in which they conceived what to improvise), as well 
as how they communicated with others while playing. A clear description of this 
communication might be beneficial to those who work in the field of music education, 
because music educators are often responsible for the needs of others (Bowman, 2009). If 
the well-being of others is a core focus of education for many music educators, it is 
incumbent upon those educators to meet “basic human needs” (Bowman, p. 8), which 
includes the innate desire for connectedness. The connectedness of human relationships 
has been described as the “sense of comfort, well-being, and anxiety-reduction” (Hagerty, 
Lynch-Sauer, Patusky, & Bouwsema, 1993, p. 293) that occurs when one person is 
earnestly involved with another person. This imperative desire to feel connected to one 
another serves deep psychological needs (Hutcherson, Seppala, & Gross, 2008) and 
further, seems to stem from social motives and to perpetuate biological survival (Cross, 





and from the need to belong to a group in order to survive (Brewer, 2004). Human 
emotions, then, are strongly related to social relationships and constructs. Similarly, 
Regelski (2006) argued that music is a “central praxis of humankind, a vital part of our 
individual and social ‘being’” (p. 11), highlighting an intricate link between music and 
social constructs. This connection between music and social constructs was also explored 
by Cross (2008), when he described the nature of musicality as a phenomenon that 
“appears to be integrally bound to the capacity for culture, not as symptom but as partial 
cause” (p. 162). Thus, human emotions, music, and society are inextricably bound 
together. 
The nature of music can help to create emotional bonding between humans 
(Regelski, 2006). These bonds might even be stronger when musicians improvise jazz 
together. Dyas (2006) posited that jazz musicians learned the most from one another 
when making music together and that the complementary nature of musicians, who 
simultaneously act as mentor and learner during the music-making process, was apparent 
in a jazz combo setting. This mentor/mentee mindset occurred during peer-to-peer music-
making, while playing music with experienced professionals, and while being around 
like-minded colleagues. Dyas (2006) found these interactions to be of primary 
importance in musical task completion. Further, Barrett (2014) postulated that 
improvising jazz musicians engaged in various social competencies in order to formulate 
a better understanding of themselves. These social competencies included embracing 
errors, shared orientation, task distribution, and taking turns. Of these competencies, the 





self-assessment (May, 2003; White, 2010). By experiencing the evaluative process of 
productive self-assessment, soloists may attain higher levels of improvisation 
achievement (Ciorba, 2006; May, 2003; Palmer, 2016) and through higher levels of 
achievement, musicians might feel more connected with one another (Barrett, 2014). 
Herein Lies the Problem 
One mechanism that can be used to better understand the ways in which music, 
emotions, and human interaction are linked is through emotional intelligence. Emotional 
intelligence (EI) is a theoretical construct from positive psychology that has been 
described as "the ability to perceive emotions, to access and generate emotions so as to 
assist thought, to understand emotions and emotional knowledge, and to reflectively 
regulate emotions so as to promote emotional and intellectual growth” (Mayer & 
Salovey, 1997, p. 5). The structure of this theory, as described by Goleman (2000), has 
five components—self-awareness, self-regulation, internal motivation, social skills, and 
empathy. One of these components—self-awareness—is defined as knowing one's 
internal states, preferences, resources, and intuitions, and being able to accurately self-
assess (Goleman, 2000). For the purpose of this study, the focus is primarily on the EI 
component of self-awareness because it comprises the ability to self-assess. 
These theoretical concepts of emotional intelligence may provide a helpful 
framework to better understand jazz improvisation, because by its nature, jazz 
improvisation is a multidimensional concept in which musicians incorporate expressive, 
technical, and social elements into their performance while spontaneously creating solos 





proficient in jazz improvisation as “aural imitation ability, technical facility, control of 
time, melodic and rhythmic development, harmonic knowledge, approach to style, 
expressivity, and creativity” (p. 373). Because the latter two, expressivity and creativity, 
involve an individual’s emotions, they may require jazz musicians to utilize different 
capacities than the other improvisational skills. Specifically, the EI component of self-
awareness may be central to understanding creativity in jazz improvisation because self-
awareness requires the ability to accurately self-assess (Goleman, 2000). Both May 
(2003) and Palmer (2013) found that self-assessment was a significant predictor of 
achievement in jazz improvisation and a large part of that achievement level was based 
on creativity—coming up with new and useful ideas (Goleman, 2000) or as Palmer 
(2016) stated, the development of original, coherent ideas. Creativity was found to be an 
important aspect of the communication of emotional expression in jazz improvisation 
(White, 2010). Similarly, creativity is an innovative skill and stems from one’s own self-
assessment (Palmer, 2013).  
Additionally, both creativity and expression, which may require the ability to self-
assess, are regularly considered evaluation criteria of jazz improvisation achievement 
(Smith, 2007). However, self-assessment is not intentionally taught in the music 
classroom (Kaschub, 2002), despite the indications that effective use of this competency 
may be related to one’s ability to be creative. As an educator, I hoped to determine 
appropriate methods to teach self-assessment, but in order to do this, I first needed to 
better understand the ways in which professional jazz musicians self-assess while 





informed by understanding the thought processes of experts. 
The Logic and Motives 
There were a number of reasons for conducting this instrumental case study. First, 
I was personally motivated as an educator to gain new knowledge to inform the ways that 
I teach and develop curriculum. I also hoped to produce findings that might be valuable 
to the field of music education and to jazz educators, in particular. Finally, this study was 
intended to fill in a gap of knowledge in the field of emotional intelligence, specifically 
the ways in which professional jazz musicians utilize their ability to self-assess.  
Looking Inward 
Jazz musicians spend their lives searching for deeper emotional meaning in their 
music (Berliner, 1994). Indeed, many improvisers seek to change the way others view 
this “world plagued by social conflicts and preoccupied with materialistic values” 
(Berliner, 1994, p. 705). Jazz music educators, therefore, have an opportunity to empower 
their students with the necessary tools to effectively manage their own emotions and to 
better understand the emotions of others. Self-assessment seems to be directly related to 
jazz improvisation abilities (May, 2003; Palmer, 2016; White, 2010) but the connections 
between the skills of managing and understanding emotions are not yet fully understood. 
In order to effectively empower student jazz musicians, music educators can design 
pedagogical strategies around the ways that professional jazz musicians effectively utilize 
self-assessment during improvisation. 
Emotional intelligence abilities have been found to correlate with overall life 





relationships (Martinez-Pons, 2000); and academic achievement in school (Petrides, 
Frederickson, & Furnham, 2004). Peer relationships and academic achievement have an 
impact on overall student performance, graduation rates, and college acceptance rates and 
are viewed as important aspects of education by many school and district administrators 
(Kamarinos, 2002). This study may be useful to teachers who are interested in their 
students’ overall well-being, including those listed above, which have relationships to EI 
skills. The findings provided insight into ways in which music educators might 
implement EI strategies into their curriculum.  
Kamarinos (2002) recommended “exposure to significant role models” (p. 146) as 
an important factor in one’s development of EI skills. Therefore, teachers, who are 
regularly considered by students to be important models of behavior (Kamarinos, 2002), 
can play a role in this development. In particular, music educators need to understand 
which specific self-assessment strategies are helpful in understanding one’s 
improvisational strengths and weaknesses and which strategies might help to implement 
more creative improvised solos (Palmer, 2013).  
Music has been a part of every culture in recorded history and has served as a 
means of emotional self-expression (Cross, 2008). Indeed, “emotion is a primary 
motivator of creative behaviors” (McPherson, et al., 2016, p. 1) and one of the 
fundamental reasons why we teach music is to help students to be creative and expressive 
(Elliot, 2005; White, 2010). If music educators have a better understanding of the ways 
that human emotions are related to the creative process, then they might be able to better 





their learning (Shuck, Albornoz, & Winberg, 2007, p.13). This understanding of 
emotions is important because emotions serve as one of the dominant factors that either 
promote or impede learning (Shuck, Albornoz, & Winberg, 2007). Further, when music 
educators are able to obtain a better understanding of the ways in which musicians self-
assess, they might be able to create environments that foster the promotion of healthy 
emotions to support learning.  
Building the Emotional Intelligence Framework 
The literature revealed a wealth of resources and knowledge regarding EI theory. 
Nonetheless, the results of this study expanded on the current literature in many areas. 
Meyer (1956) posited that the expression of musical emotion resides in the fine balance 
between the tension and release of sound patterns. Similarly, Goleman (1995) claimed 
that the interplay of social interaction is affected by the ebb and flow of assessing one’s 
own emotional states and attempting to understand the emotional states of others. These 
two assertions might be related. Is there a link between emotional expression in music 
and EI skills? This study helped to clarify aspects of the connection between emotional 
expression and self-assessment abilities. 
Creativity and Individualism 
One factor that differentiates jazz from other styles of music is the “free, 
unfettered expression of the individual” (Schuller, 1986, p. 27, italics in original). 
Musicians must constantly utilize their experience and reflect on their improvisations to 
keep their music fresh and relevant (Berliner, 1994). Like creativity, individualism is 





(White, 2010).  
One criterion that is regularly used to evaluate individualism is the “freedom of 
choice” (White, 2010, p. 3) that a player can exhibit when deciding what to improvise. A 
soloist can alter standard musical devices as a demonstration of this freedom of choice. 
For example, modulating melodic content, modifying rhythms, interpreting phrases, 
creating tension in sound patterns, and/or shading tonal colors are some ways that jazz 
musicians can display this freedom. These musical devices of improvisation are also 
some of the factors that May (2003) defined as descriptors of creative qualities in jazz 
improvisation. Thus, the concepts of creativity and individualism might be conveyed as 
different patches on the same quilt, since they overlap and are both tightly linked in the 
jazz improvisation process. Because self-assessment has been found to be directly related 
to creativity (May, 2003; Palmer, 2013), it is possible that it might also have an impact on 
one’s individualism in jazz improvisation performance. This study provided results that 
can be used to define the ways that these EI skills are related to individualism, through 
deep listening, as well as further clarify the connections between one’s creativity and 
individualism. 
Social and Emotional Interaction Among Musicians 
Lamont (2011) suggested that creating music together is more powerful than 
doing so alone. The regulation of human emotions might best be understood through 
musical interaction and the social connections that it promotes (Weinberg & Joseph, 
2016), and this sense of connection between musicians may be necessary to implement 





improvisation is advanced listening skills (Berliner, 1994). One of the benefits of 
studying the self-assessment skills of professional jazz musicians is that they tend to have 
a more advanced sense of hearing and listening skills than less-experienced musicians 
(Berliner, 1994). Professional jazz musicians are more clearly able to discern what they 
are hearing and what they are not hearing while they improvise (Berliner, 1994).  
The advanced listening skills of professional musicians often lead to different 
forms of communication amongst performers when they improvise together. Further, 
when jazz musicians improvise together, they utilize different forms of communication 
than when performing other music, including “spontaneous musical utterances” 
(Davidson & Good, 2002; Seddon, 2005, p. 50), or musical phrases that emerge in 
response to another player’s musical ideas. These spontaneous musical utterances are 
derived from the ways in which a musician acquired and developed improvisation skills 
“by combining personal performance histories with jazz’s artistic traditions in order to 
absorb and exchange ideas” (Seddon, 2005, p. 48). In order to effectively integrate one’s 
performance history with the traditions of jazz, an improviser must self-assess the ways 
in which past experiences can influence how to regulate future actions (Seddon, 2005). 
When jazz musicians self-assess to regulate future actions in a jazz combo, they are 
influencing the social and emotional interaction among the players in the group and this 
could lead to spontaneous musical utterances (Seddon, 2005). This study of self-
assessment in jazz improvisation helped to formulate a better understanding of how one’s 





Emotions in Music 
Music is a unique medium that arouses emotions, provides a means of expression, 
and is naturally motivating (Pelliteri, Stern, & Nakhutina, 1999). The search for 
emotional and social meaning often manifests itself in musical study (Walker, 2010). 
According to Lamont (2012), this occurs for two main reasons—studying music is often 
seen as a “passage of self-discovery in identity formation” and performing music is a 
“shared experience with co-performers and/or an audience” (p. 577). Human emotions 
often function as the “connections between sounds and external meanings” 
(Zacharopoulou, 2002, p. 1), which means that emotions play a vital role in how one 
interprets music both as a performer and as a listener. Additionally, performing music in 
a social environment has an impact on how one perceives and cultivates social emotions 
(Zacharopoulou, 2002). Music-making then, has an impact on a musician’s individual 
emotions and on how musicians understand or interpret the emotions of others. 
Conversely, human emotions have an impact on how one performs music and on how 
one interacts with others in a musical environment (Früholz, Trost, & Kotz, 2016). 
Through understanding one’s musical emotions, Zacharopoulou (2012) proposed that a 
musician might have better self-awareness, which is one of the crucial abilities of the EI 
component of self-awareness, according to Goleman (2000). This cyclical relationship of 
emotions and the music-making process can now be understood in more detail because 






During the course of this study, I transitioned from teaching music to high school 
students to teaching students at the community college level. I now regularly scout adept 
high school musicians to join the ensembles that I lead, similar to the ones who were 
depicted in the opening vignette of this chapter. Even with adept skills, many students 
who attend the college to study jazz have expressed that they do not feel as though they 
have adequate training in the art of improvisation. This leads me to believe that we need 
better instruction in our jazz classrooms. As a jazz educator, I am particularly interested 
in how professional jazz musicians self-assess because this information might be useful 
to inform the design of instructional strategies that foster the development of self-
assessment with students of jazz improvisation. Having adept self-assessment skills has 
been shown to be related to creativity (Ciorba, 2006; May, 2003; Palmer, 2016), which is 
directly related to achievement levels in jazz improvisation (Palmer, 2013, 2016; White, 
2010).  
Purpose Statement 
  The purpose of this instrumental case study was to be able to define and describe 
ways in which professional musicians self-assess their own jazz improvisations in a jazz 
combo setting.  
Research Questions 
1. In what ways do professional jazz musicians utilize self-assessment while 





2. In what ways does interpersonal communication influence an individual’s self-
assessment practice while improvising in a jazz combo setting? 
Summary 
In this chapter, I have explained why it is important to have a clearer 
understanding of the ways in which professional jazz musicians utilize self-assessment 
and the ways that the self-assessment of those musicians is influenced by other 
performers while improvising in a jazz combo. In the chapter that follows, I present a 
view of jazz improvisation and of self-assessment through a broad lens, to situate my 






Chapter 2: Evolution 
“All learning has an emotional base.” —Plato 
In this chapter, I provide the historical context and theoretical evolution of 
emotional intelligence (EI). It is important to understand the theory as a whole in order to 
better understand how its constituent elements are thought to interact with and influence 
one another. Next, I focus specifically on self-awareness and its relationships to and 
distinctions from self-assessment. A thorough understanding of how self-assessment has 
been defined and on how it has been studied is relevant because it situates the study in the 
literature and provides the necessary structure for analyzing and understanding the data. 
Finally, I discuss what is known about self-assessment within the context of jazz 
improvisation, as there are number of studies that inform this research.  
Emotional Intelligence 
Emotional intelligence has many definitions, some stemming from the 
popularization of the topic in the press. Cherry (2012) described EI as the ability to 
perceive and control emotions. 
A more formal definition comes from Mayer, Caruso, and Salovey (1999):  
Emotional intelligence refers to an ability to recognize the meanings of emotion 
and their relationships, and to reason and problem-solve on the basis of them. 
Emotional intelligence is involved in the capacity to perceive emotions, assimilate 
emotion-related feelings, understand the emotions, and manage them (pg. 267). 
In this study, the focus is on self-assessment, a critical ability that is a part of the EI 





intelligence is "the ability to perceive emotions, to access and generate emotions so as to 
assist thought, to understand emotions and emotional knowledge, and to reflectively 
regulate emotions so as to promote emotional and intellectual growth” (Mayer & 
Salovey, 1997, p. 5). All of the definitions offered above stem from the same basic idea 
(Mayer & Salovey, 1997), but differ somewhat depending upon the context in which the 
definition was used or the particular experiences of the researcher(s).  
A review of the current literature on EI revealed insightful information and much 
scholarly discussion. According to Mayer and Salovey (1997), the term “emotional 
intelligence” was first used for academic purposes in a doctoral dissertation by Payne 
(1986). Soon after Payne’s dissertation, Mayer and Salovey (1997) began publishing their 
research, in which they focused on ways to measure the differences between people’s 
emotional abilities. Their paper, Emotional Intelligence (Salovey & Mayer, 1990) spurred 
Goleman’s book Emotional Intelligence: Why It Can Matter More Than IQ (1994). 
Goleman’s book became quite successful and acted as the springboard for extensive 
subsequent research on EI (Kaschub, 2002). Most of the research on EI can be generally 
divided into two major categories—findings related to EI in the workplace and findings 
in education. Music-making is found in both of these settings in the context of social 
connections, and therefore, much of this research may be directly applicable to this study. 
Emotional Intelligence Skills 
The structure of Goleman’s (2000) theory of EI has five components—self-
awareness, self-regulation, internal motivation, social skills, and empathy. Self-awareness 





and being able to accurately self-assess (Goleman, 2000). Self-assessment is one of the 
abilities that comprises the component of self-awareness. Self-assessment skills have 
been shown to have an impact on jazz musicians’ abilities to perform creative improvised 
solos (May, 2003; White, 2010; Palmer, 2016) and is therefore the most applicable piece 
of the EI structure pertinent to the aim of this study. 
Even though the other four components of EI—self-regulation, motivation, 
empathy, and social skills (Goleman, 2000)—are not directly germane to this study, they 
are interconnected with one another so warrant a brief description. Goleman (2000) 
described self-regulation as the skill to control mood and impulses, as well as to suspend 
judgement and actions. Motivation from within is understood to describe a passion for 
involving oneself in a task for one’s own benefit. Examples include the curiosity for 
learning or the joy one feels from being involved in an activity. Those who are internally 
motivated often pursue goals with persistence and focus (Goleman, 2000). Empathy is the 
ability to understand another person’s point of view, from their perspective. Social skills 
refer to the ways in which one might build professional or social networks, manage 
relationships, and establish and maintain rapport with others.  
Self-Assessment 
The ability to accurately self-assess seems to be directly related to jazz 
improvisation achievement (May, 2003; Palmer, 2016; White, 2010) but the connections 
between one’s self-assessment skills and how they relate to creative jazz improvisation 
are not yet fully understood. A deeper look into self-assessment has provided more 





communicate with others. The ability to understand and recognize one’s own weaknesses 
and personal strengths is what Goleman (2000) described as accurate self-assessment. 
When one is aware of one’s own abilities and can learn from internal and external 
feedback, areas that need improvement may become clear and this can lead to the 
implementation of strategies for success (Goleman, 2000). Those people who are better 
able to accurately self-assess are often perceived as leaders or stand-out performers in 
their chosen field (Kelley, 1998). When compared to others, these star performers tend to 
underestimate their abilities, a fact that Goleman (2000) argued is an indicator of having 
high internal standards. It might be that these high standards influence one’s self-
assessment abilities, which were found to have an impact on perceived levels of creativity 
and expression in jazz improvisation (Ciorba, 2006, 2009; May, 2003; Palmer, 2013, 
2016; White, 2010). 
Self-Evaluation vs. Self-Assessment 
The terms assessment and evaluation are often used interchangeably but it is 
important to make a distinction between the two terms. According to Baehr (2011), both 
terms have their purpose in education and are complementary to one another. Baehr 
(2011) described assessment and evaluation as processes in which various indicators are 
used to determine feedback and learning outcomes. Baehr described assessment as a way 
to gain “feedback on knowledge, skills, attitudes, and work products for the purpose of 
evaluating future performances” and evaluation as a way to “determine the level of 
quality of a performance” (2011, p. 441). The key distinction between the two terms lies 





in evaluation, the feedback is provided by someone else. In this current study, I have 
referenced relevant literature in which the term self-evaluation is used. It is important to 
note that the term self-evaluation, as used in this literature, is by Goleman’s (2000) 
definition, the same as self-assessment.  
Self-Assessment in Music 
A number of researchers have examined self-assessment in the music classroom 
(Aitchison, 1995; Bergee, 1997; Bergee & Cecconi-Roberts, 2002; Byo & Brooks, 1994; 
Davis, 1981; Greennagel, 1994; Hewitt, 2001, 2002, 2011; Liddell, 2016; May, 2003; 
Morrison & Montemayor, 2004; Palmer, 2016). Even though the focus of this study is on 
the self-assessment of professional jazz musicians specifically, it was important to 
consider a broader view of self-assessment in the field of music more generally, in order 
to make meaningful connections between the current study and the available literature. 
A few researchers have studied the relationships between self-assessment 
accuracy and music performance. Bergee (1997) determined that students do not 
accurately evaluate their own performances. Bergee and Cecconi-Roberts (2002) found 
small changes in the conditions within which students self-assess their performances to 
have no effect on the accuracy of that self-assessment. In Byo and Brooks’ (1994) 
research, middle school students were found to have an inflated view of their own 
performances but were accurate in the evaluation of performances by other students. 
Hewitt (2002) studied the effects of self-assessment accuracy in middle school students 
and found that those participants were unable to effectively self-assess individual music 





had no effect on the self-assessment accuracy of young instrumental musicians. These 
findings all indicate that student musicians do not accurately self-assess on their own and 
that they must be taught how to do so. When more is known about the ways in which 
professional musicians self-assess, ways to teach students how to accurately self-assess 
may become clearer. 
In two separate studies, Hewitt (2001, 2011) examined the effects of self-
assessment on musical abilities of junior high school students. In 2001, Hewitt 
investigated how modeling, combined with self-assessment related to performance ability 
of instrumentalists on woodwind, brass, and percussion instruments. The results indicated 
that when junior high instrumentalists used aural models, in conjunction with self-
assessment, the students performed with better tone quality, technical and rhythmic 
accuracy, and expression, when compared with students who did not self-assess. 
Similarly, Hewitt’s (2011) study was focused on the impact that self-assessment 
instruction had on a student’s ability to accurately self-assess one’s performance on a 
musical instrument. The results showed that student self-assessment did not improve with 
specific self-assessment instruction. 
Self-assessment has been studied in relation to instrumental performance, without 
being jazz-specific. Aitchison (1995) examined the effects of self-assessment on 
instrumental performance, motivation, and self-esteem and found that when self-
assessment was introduced to students through levels that increased incrementally, it was 
strongly correlated with intrinsic interest in music and with one’s perception of one’s 





focused self-assessment to be positively correlated with students’ instrumental 
performance achievement. This indicates that a musician’s self-assessment abilities are 
related to one’s interest in performing music and to music performance achievement.  
Further, self-assessment has been studied specifically as it relates to jazz 
improvisation achievement. Greennagel (1994) determined that the strongest predictors 
of improvisation achievement among jazz vocalists were accurate self-assessment, the 
number of hours spent listening to jazz music, and prior experiences in an ensemble. May 
(2003) found similar results in a study of collegiate jazz musicians. In this study, self-
assessment was found to be the strongest predictor of achievement in jazz improvisation. 
Palmer (2016) studied high school and college-aged jazz instrumentalists and compiled 
similar findings. The results of Palmer’s (2016) study indicated that aural imitation 
ability and technical facility were the most fundamental skills to support jazz 
improvisation achievement. Self-assessment, perceived self-confidence, jazz theory 
knowledge, and improvisation experience were also significantly correlated to jazz 
improvisation achievement. Liddell (2016) found focused self-assessment to be an 
effective tool for increasing skills in jazz improvisation and suggested that jazz students 
should regularly evaluate themselves using a focused self-assessment rubric. In the 
recommendations of May’s (2003) study, it was strongly suggested that an investigation 
into the relationships between self-assessment and jazz improvisation be completed. All 
of these studies suggest that self-assessment abilities and jazz improvisation achievement 





Trait vs. Ability EI 
In the body of literature pertaining to EI, there are two types of EI that are often 
discussed; these are trait EI and ability EI. Research theorists have defined trait EI as self-
reported measures pertaining to emotional self-perceptions; contrastingly, ability EI is 
measured via “maximum-performance tests” (Copestake, Gray, & Snowden, 2013, p. 
151) and refers to cognitive ability (Petrides, Perez-Gonzalez, & Furnham, 2007).  
Trait EI 
Several prominent studies have been conducted utilizing participants’ trait EI 
(Chirico, Serino, Cipresso, Gaggioli, & Riva, 2015; Ferrando, et al., 2001; Marin & 
Bhattacharya, 2013; Petrides, Frederickson, & Furnham, 2004). Trait EI is related to 
personality, rather than to cognitive ability (Petrides, Frederickson, & Furnham, 2004), 
and EI, as defined by Mayer and Salovey (1997), referred to a set of abilities. It is 
possible, then, that musicians’ personality traits may be related to their ability to 
accurately self-assess. 
In two separate studies by Petrides, Niven, and Mouskounti (2006), investigations 
were conducted to construct validity of trait EI. One critique of measures of trait EI is 
that they have “serious conceptual and psychometrical limitations” (p. 102). As such, the 
researchers developed the Trait Emotional Intelligence Questionnaire (TEIQue) in order 
to have a tool to robustly measure trait EI samplings. In the first study, Petrides, Niven, 
and Mouskounti (2006) examined the relationship between self-ratings and other ratings 
of trait EI. Further, they studied the relationship between trait EI and dancing ability. Due 





perceptions. However, the authors presented a useful strategy to alleviate some of this 
inherent conflict. When they examined the degree of correspondence between self-
reported trait EI ratings and other trait EI ratings, they found any convergence of the 
reports to be evidence for accurate self-report measures.  
In the study of ballet dancers, Petrides, Niven, and Mouskounti (2006) 
administered the TEIQue to 34 ballet students and five ballet teachers and followed up 
with individual interviews of each dancer. The students were first- and second-year 
members of the English National Ballet School (ENBS), nine of whom identified as male 
and 25 of whom identified as female. Their mean age was 18. The instructors were all 
employees at the ENBS and included three females and two males. Results indicated a 
correlation between trait EI and composite ratings. Additionally, a positive correlation 
was found between ballet dancing ability and numerous subset scores, including overall 
well-being, emotionality, and trait EI. Results indicated that the sample population 
understood trait EI and could accurately rate others on trait EI assessments.  
In a second study, this time of musicians, Petrides, Niven, and Mouskounti (2006) 
explored links between trait EI and music training. The participants included 37 music 
students (18 identified as male and 19 as female, with a mean age of 17.09 years) who 
attended various music schools in Cyprus and studied traditional Western-style classical 
music. The average length of time that the participants had formally studied music was 
6.32 years. The examiners administered the TEIQue to the participants as well as the 
Eysenck Personality Questionnaire (EPQ; Eysenck & Eysenck, 1975). Results showed a 





slightly positive association between musical training and levels of well-being and 
emotionality. The results support findings in other studies that examined links between 
personality and music (Sloboda & Juslin, 2001; Wilson, 2002). The participants in my 
study were assessed to measure their trait EI, as their responses were reported using 
measure pertaining to their emotional self-perceptions. 
Ability EI 
According to Mayer, Salovey, and Caruso (1999), EI is measurable, reflects 
mental performance, and consists of related abilities that develop with experience and 
age. Mayer, Salovey, and Caruso (1999) conducted two studies in which the participants, 
completed the Multifactor Emotional Intelligence Scale (MEIS), which contained 
assessments to measure twelve subscales of EI. The results indicated that EI met the three 
standard criteria to be classified as an intelligence: 1) it can be divided into a set of 
abilities, 2) those abilities should be interrelated to other pre-existing intelligences, and 3) 
those abilities should develop with age and experience.  
One of the primary tools that is regularly used to measure EI ability is the updated 
version of the MEIS, the Mayer-Salovey-Caruso-Emotional Intelligence Test (MSCEIT) 
(Mayer, Salovey, & Caruso, 2002). This assessment measures four distinct parts of EI—
perceiving emotions, using emotions to facilitate thought, understanding emotions, and 
managing emotions—and was an attempt to measure EI based on performance objectives, 
rather than on self-reporting measures (Mayer, Salovey, & Caruso, 2002). According to 
Fiori and Antonakis (2011) however, the MSCEIT is inherently flawed and cited many 





Bell, 2008), and the overall structure of the measurement (Gignac, 2005; Keele & Bell, 
2008). Fiori and Antonakis (2011) sought to determine whether the MSCEIT measured 
something different from personality and general intelligence. In their query, Fiori and 
Antonakis (2011) studied the responses from 149 college-aged participants, who 
completed an intelligence measure, a personality measure, and the MSCEIT and “found a 
substantial amount of variance” (p. 331) between general intelligence and personality 
measures, when compared to the total EI scores. The findings indicated that results from 
the MSCEIT are already accounted for in measures of IQ and personality and therefore, 
the MSCEIT has major limitations in its structure and relevance. Further research needs to 
be completed to determine viability of the MSCEIT. The measurement of ability EI was 
not used in my study. The information that is presented in this section is purely to 
understand the context and ways that EI has been defined.  
Emotional Intelligence in the Workplace 
Jazz musicians regularly perform in a variety of different workplace 
environments, such as clubs, studios, orchestra pits, concert halls, and in public forums 
(Berliner, 1994). Joseph and Newman (2010), found that in work that involves high 
emotional labor, such as that of a musician, higher EI led to better work performance. 
Higher levels of EI have been found to be associated with positive outcomes, including a 
greater sense of well-being (Brackett & Mayer, 2003), cooperative behavior (Schutte, et 
al., 2001), and interpersonal relationships (Lopes, Salovey, & Strauss, 2003). Emotional 
intelligence has become a familiar issue among business leaders due to a considerable 





management are two significant skills from the EI framework that could result in 
increased effectiveness within an organization. According to Khalili (2012), many 
researchers have studied the workplace as an emotional environment and some 
(Muchinsky, 2000; Pekrun & Frese, 1992), have concentrated on how emotions are 
experienced in the workplace. This research on EI in the workplace seems to indicate that 
jazz musicians may produce better workplace performance if they have higher levels of 
EI.  
Effective leaders consider how moods and emotions influence their own 
leadership style (Weinberger, 2003). Studies on self-awareness (Buford, 2001; Sosik & 
Megerian, 1999) of business leaders and managers have been used to demonstrate that 
those with a high level of EI are rated as more effective by both superiors and 
subordinates. Sosik and Megerian (1999) surveyed 98 managers and 294 of their 
subordinates in an information technology (IT) business in the United States to examine 
if the managers’ self-awareness had an impact on their transformational leadership skills 
and managerial performance. The results indicated that self-awareness was strongly 
correlated with management effectiveness and leadership skills. Buford (2001) examined 
the relationships between EI, transformational leadership, and management effectiveness 
among 73 business leaders who were enrolled in a management course at the University 
of Iowa. The results illustrated a strong positive relationship between the participants’ EI 
skills and their leadership abilities and management effectiveness. Whereas EI has an 
impact on effectiveness in the workplace, it stands to reason that companies often invest 





of course, does not apply solely to the traditional office setting. The work environments 
of professional musicians—a concert hall, theater, jazz club, or classroom—still foster a 
hierarchy of employees and are environments that require social interaction. For this 
reason, further research is needed to assess the occupational and sociological impact of EI 
in the workplace for music professionals.  
Social-Emotional Learning 
Emotional intelligence skills often manifest in the classroom through Social and 
Emotional Learning (SEL). According to the Collaborative for Academic Social and 
Emotional Learning (CASEL) (2012), the skills taught through SEL include many that 
are similar to EI skills. SEL skills are focused on “cognitive, affective, and behavioral 
competencies such as self-awareness, self-management, social awareness, relationship 
skills, and responsible decision-making” (CASEL, 2012). Zubrick, Silburn, and Prior 
(2005) found that the development of these skills can contribute to students staying in 
school, attending college, maintaining employment, and social mobility.  
In one SEL study, StGeorge and Freeman (2020) sought to determine 
effectiveness of SEL strategies in a music program and to develop evidence-based 
practices. Using curriculum from the organization Discovering Relationships Using 
Music, Beliefs, Emotions, Attitudes, and Thoughts (DRUMBEAT), StGeorge and 
Freeman (2020) engaged with 75 primary school and high school students from six 
schools in Victoria, New South Wales, and Queensland, Australia. The music students 
and their teachers were administered a survey by DRUMBEAT facilitators. The results 





These measures were the Interest in Music Scale (Gold, et. al, 2012), the Rosenberg Self-
Esteem Scale (Rosenberg, 1965), the Cantril Ladder (Andrews & Robinson, 1991), and 
the Strengths and Difficulties Questionnaire (Goodman & Goodman, 2009). Cronbach’s 
alpha was used to measure scale reliability and the data were analyzed using linear mixed 
model analyses to compare scores on each measure. Results indicated that by 
participating in the DRUMBEAT program, students increased self-esteem and social-
emotional functioning. However, there were differences in this increase, when age and 
gender were factored into the results. Males increased self-esteem at much higher rates 
that females and high school students increased at much higher rates than primary school 
students.  
In a case study of teachers who instructed their students using SEL strategies in 
the Rock and Roll Academy (RRA) method of instruction, Atkinson (2015) collected 
data through a series of interviews and observations over a 6-week period. Results 
revealed that the teachers who taught using SEL strategies tended to maintain a 
classroom environment that was student-centered and that those teachers encouraged 
students to discover and develop their musical experiences naturally. These teachers also 
allowed their students to “research, engage with one another, and experiment by 
providing rules and supporting safe and respectful boundaries” (p. 117). Additionally, 
teachers were found to describe their activity and the students’ activity in terms of social 
engagement. 
In another study of SEL, Edgar (2014) examined the ways that one teacher 





at an alternative high school participated in this instrumental case study. Edgar examined 
the teacher’s perceptions of the social and emotional challenges faced by the students, the 
teacher’s responses to social and emotional challenges, and the ways that the teacher 
supported the students while dealing with their challenges. Data were collected via 
interviews, observations, and a collection of student work. Through the findings, Edgar 
(2014) concluded that the teacher valued her students’ lives in and out of the classroom 
and that this was a primary motivating factor for a reinforcement of SEL strategies in 
class. Students achieved positive outcomes because of the strong connection with the 
music teacher. These outcomes included high levels of self-esteem, strong personal 
relationships, positive attitudes towards school, and a sense of self-control. Even though I 
did not specifically use SEL strategies in my study, my findings can be used in 
conjunction with SEL frameworks, in order to integrate practices that may develop 
students’ EI skill and competencies.  
Flow 
When jazz musicians perform, they regularly experience an altered state of 
consciousness during which time seems to stand still and creativity flourishes, 
particularly when they are improvising (Jedelloh, 2003; Sarath, 2013). The concept is 
often referred to as “flow” and has spurred a plethora of research in the past two decades. 
More recently, studies in which the researchers have searched for possible connections 
between EI and flow have emerged. According to Csíkszentmihályi (1990), musical 
performers often experience what he called “flow,” or the mental state of operation in 





full involvement, and enjoyment in the process of the activity. This experience causes 
increased output, creativity, levels of self-esteem and engagement, and overall well-being 
(Csíkszentmihályi, 1990). The state of flow may also serve to increase productivity in 
educational settings and in the workplace (Nakamura & Csíkszentmihályi, 2002). For 
example, Aubé, Brunelle, and Rousseau (2014) found a positive relationship between 
flow and team performance.  
Empirical research on the connection between flow and EI in music performance 
is scarce, however, Marin and Bhattacharya (2013) conducted a study in which a strong 
correlation between a high level of EI and the ability to experience flow in musical 
performance was found. Seventy-six piano students (45 of whom identified as female and 
31 of whom identified as male) who were enrolled in English-speaking universities and 
music conservatories in the United Kingdom, the United States, Australia, and Canada 
participated in the study. The students were all pursuing careers as professional musicians 
in traditional Western classical music and/or jazz studies programs. The mean age of the 
students was 21.7 years and the average formal piano training at the time of the study was 
6.8 years. The students all had some experience improvising (even the traditional 
classical music students) and were considered to have a high degree of musical training.  
The participants were asked to complete two standardized tests, one pertaining to 
trait EI and the other pertaining to dispositional flow. In addition, the participants were 
asked to complete two questionnaires—the first was designed to gather information about 
the participants’ socio-demographic and musical backgrounds; the second was designed 





results indicated that the dimensions of performance with the highest mean ratings were 
“Clear Goals, Autotelic Experience, Challenge-skill Balance, and Transformation of 
Time” (p. 5). Each of these dimensions of flow were found to have a correlating 
relationship with trait EI.  
Additionally, the researchers conducted a multiple stepwise linear regression 
analysis, to determine overall flow experience during piano playing. The analysis 
contained the following predictors: “Trait EI (trait emotional intelligence), practice (daily 
amount of piano practice), training (overall duration of piano training), age piano (age of 
first piano lesson), age, and gender” (p. 6). The dependent variable in the analysis was 
flow. According to the researchers, the model was found to have success in predicting 
flow experiences amongst the participants. Trait EI and practice were the two predictors 
that had the largest overall variability in the scores, which demonstrated a positive 
correlation between trait EI and amount of piano practice and the ability to achieve the 
flow state. In their implications, Marin and Bhattacharya (2013) suggested the need for 
further and more developed studies that probe into the relationship between EI and the 
creative flow state during music-making, particularly those involving trait EI, and to 
further examine the abilities of musicians to self-assess their emotional states.  
Researchers of other projects have focused more upon studying possible 
relationships between music, EI, and overall intelligence quotient (IQ) or on the 
relationships of EI and creativity. Schellenberg (2011) conducted a study in which music 
students were found to have higher levels of EI and a higher IQ, as compared to non-





EI levels. Researchers in multiple studies have shown a strong connection between EI 
and creativity. In one such study, Limb and Braun (2008) used functional magnetic 
resonance imaging (fMRI) to examine the neural images of six piano improvisers and 
found that the neural mechanisms that are triggered while performing reside in the medial 
and lateral cortices of the brain. Additionally, Limb and Braun (2008) found a 
deactivation of the lateral prefrontal areas of the brain, which are those believed to be 
responsible for altered states of consciousness, suggesting that musical improvisation 
may trigger altered states, such as meditation or the “flow” state. The flow state is often 
referred to as an important pillar (Mazzola & Cherlin, 1998) in the art of collaboration 
and is a state of being that can often and regularly be achieved when performing music, 
specifically when improvising jazz (Csíkszentmihályi, 1990). 
The implementation of fMRI was used in another study, this time by McPherson, 
Barrett, Lopez-Gonzalez, Jiradejvong, and Limb (2016). These researchers examined the 
fMRI images of twelve professional jazz pianists, who were shown photographs of an 
actress demonstrating a positive, negative, or ambiguous emotion. The pianists then 
improvised music that they felt represented the emotion expressed in the photographs. 
The emotional changes were found to alter the neural systems that were used in the brain 
while functioning creatively. Deep states of flow were achieved by all musicians during 
their creative process. The flow state seems to have a relationship to the overall creative 
output of jazz musicians. Through better understandings of how jazz musicians utilize 






Jazz music is a unique American art form (Berliner, 1994). The traditional method 
of learning jazz, according to Berliner (1994), is through a mentor-mentee model. He 
wrote, “For almost a century, the jazz community has functioned as a large educational 
system for producing, preserving, and transmitting musical knowledge, preparing 
students for the artistic demands of a jazz career through its particularized methods and 
forums” (pp. 69–70). However, according to Burns et al. (2001), jazz represents much 
more than music; it is a reflection of society and encompasses many elements of 20th 
Century American history. Race relations, oppression, injustice, and civil rights are 
consistently reflected in the music of jazz. As such, jazz music incorporates a wide 
variety of musical styles and characteristics (Burns, et al., 2001). Some of the various 
musical styles that can be incorporated under the jazz “umbrella” are traditional or early 
jazz (“trad jazz”), swing, bebop, cool jazz, hard bop, jazz-rock fusion, Latin-jazz, and 
contemporary jazz (Gioia, 1998). According to Gioia (1998), each of these styles 
incorporate three primary elements—improvisation, swing feel, and the blues—which 
define them as part of the jazz medium.  
Early jazz music evolved from the blues and African American field hollers, work 
songs, and spirituals, as well as ragtime and early brass band music (Gioia, 1998). The 
earliest groups to perform jazz music were in and around the city of New Orleans, 
Louisiana and were very small ensembles, usually with four to eight players, who 
incorporated a type of collective improvisation, in which each of the ensemble members 





American public demanded that this music be brought into dance clubs, which led to the 
size of the ensemble growing into a much larger 18–20 piece “big band” or dance band. 
This large jazz ensemble was quite popular for many decades (Gioia, 1998). During the 
1940s and 1950s, a resurgence of small ensembles or “jazz combos” became popular; 
these often were comprised of four to eight members again, with the most common 
arrangement incorporating a rhythm section (piano, upright bass, and drums), along with 
“horn” players. The term “horn” refers to melodic wind and brass instruments; the most 
common horns used in jazz styles are the saxophone, trumpet, trombone, clarinet, and 
flute (Gioia, 1998). According to Berliner (1994), one of the primary distinctions 
between the large ensemble (big band) and the small ensemble (jazz combo) is the 
collective improvisation that occurs in the jazz combo. It is exactly this distinction that 
lent itself worthy in the current study. The jazz combo was used as the focus of my study 
because of the element of collective improvisation that is inherently and consistently 
present in this type of ensemble.  
Jazz Improvisation 
Jazz is often differentiated from other musical styles because of the element of 
improvisation that is inherent in jazz (Palmer, 2013). Improvisation has been defined as 
“the ability to extemporaneously create music by drawing upon a knowledge base of 
music and technical performance skills without the opportunity to edit what is 
performed” (Palmer, 2013, p. 12). The process of improvisation requires numerous 
internal cognitive processes and as Palmer (2016) stated, it involves various constraints 





noted involve memory, technical skills, and a musician’s experience and knowledge base. 
An improviser uses cognitive knowledge, or what Palmer (2016) called “declarative 
knowledge” (p. 361), as well as emotional memory and muscle memory when creating 
improvised music. Pressing (1998) described this knowledge and emotional memory as a 
way to access “perceptual strategies, problem-solving routines, and memory structures” 
(p. 53). When one expands one’s musical knowledge base through these strategies, one 
is, in effect, utilizing tools of self-assessment for improvisation because the cognitive 
processes, use of declarative knowledge, and emotional memory described by Palmer 
(2016) are a way of understanding how to better utilize one’s personal strengths. 
The nature of jazz music lends itself well to the study of the ways in which jazz 
musicians communicate with one another. Jazz improvisation requires immediate 
response and takes the form of a conversation, wherein jazz musicians react and respond 
to the ideas that are heard from other musicians (White, 2010). This communication is 
explored through “flexibility, adaptation, and risk-taking” (White, 2010, p. 2) and offers 
many opportunities for personal expression. White (2010) examined the ways that jazz 
musicians communicated this expression by interviewing ten professionals in the music 
field. The participants each listened to multiple recordings of jazz masters and reflected 
on the ways that the performers achieved musical expression. Multiple themes emerged 
as criteria for how the performers created expressive improvisations. These themes 
included “Sound, Individuality, Virtuosity and Intellect, Communication, Specific 
Musical Elements, Mood or Character, and Originality and Innovation” (p. 137). Each of 





explored even further, so that more can be learned about the ways that each theme 
influences and is related to expressive jazz improvisations.  
A study by Norgaard (2011) was used to investigate the thought processes of 
seven professional jazz musicians as they listened to a recorded improvised solo of 
themselves. Through a series of interviews, Norgaard (2011) inquired about the content 
of the improvised solos, with a focus on how decisions were made and how the solo was 
structured. After an analysis of the interview data, six major themes emerged. The first 
was “sketch planning” (Norgaard, 2011, p. 116), in which the improviser conceived ideas 
or fragments prior to performing a musical passage. As a counterbalance to sketch 
planning, “evaluative monitoring” (Norgaard, 2011, p. 116) was employed by the 
musicians. When the musicians used evaluative monitoring as a tool, they reflected back 
on music that they had already performed and used this to inform future ideas. Both 
sketch planning and evaluative monitoring are indicative of thought processes that occur 
while musicians are improvising. 
Four additional strategies that Norgaard (2011) proposed helped describe how the 
musicians initially generated ideas. These were “harmonic priority, melodic priority, the 
idea bank, and repetition of performed material” (p. 120). When the musicians used 
harmonic priority to formulate musical ideas, they focused on the chord structure and 
harmonic progression to construct their improvised solos. The use of arpeggiation, target 
chord tones, and non-harmonic tones all derived from the concept of harmonic priority. 
Similarly, when the musicians utilized the concept of melodic priority, they used the 





chord structures, and more on how one note moves to the next, through the use of voice 
leading. When the musicians tapped into their idea bank, they used pre-practiced material 
as a part of their improvised solos. Some examples included playing short phrases, 
motives, jazz “licks,” or melodic quotations from other music that they had practiced at 
some point prior to their performance. The final strategy for improvisation used by the 
musicians was the repetition of material that was performed earlier in the solo. The 
musicians developed motives and built continuity into their solos by either playing exact 
repetitions or modifying these motives later in the solo. They took on the character of the 
development section in a written composition, in which a composer will modify the 
musical themes that appeared earlier in the piece of music. The concepts of the idea bank 
and the repetition of material suggested that the process of self-assessment during an 
improvised solo may play a role in the repetition of material and in the output of an 
improvised solo. 
Assessment of Jazz Improvisation 
In this study, attention was not on how jazz musicians were evaluated by others, 
but rather on how they assessed themselves. The focus of this was on the interpersonal 
and intrapersonal influences of self-assessment. In order to better understand how the 
self-assessment strategies were developed for this study, it is important to frame the 
strategies within the context of how jazz musicians have been assessed during 
improvisation. There are a number of valid and reliable methods for assessing jazz 
improvisation that have been developed. The evaluation criteria that are used in these 





musical factors such as music theory knowledge, technique, tone quality, time/rhythm, 
intonation, style, and melodic structure (Palmer, 2016; White, 2010) as well as non-
musical skills such as understanding, support, deep listening, a willingness to hold and 
give space, the ability to tolerate chaotic or unpredictable states, and empathy (Kossak, 
2007). The non-musical skills tend to present a challenge for music educators because 
they are often not adequately trained in how to teach these skills (Kaschub, 2002). 
Paradoxically, these same non-musical skills are regularly believed to be the most 
important aspect of musical performance (Elliot, 2005). It is precisely the non-musical 
elements that have been found to help establish stronger human connections and forge 
bonds through music (Hendricks, 2018). 
Various measures of jazz improvisation achievement have been developed to 
evaluate musicians’ performances while improvising. One of the first major published 
assessments of jazz improvisation achievement was completed by Burnsed (1978). The 
assessment incorporated the use of the Watkins-Farnum Performance Scale (1954) and 
Gordon’s (1965) Musical Aptitude Profile and was titled the Improvisation Sequence. 
The Improvisation Sequence was found to have a positive effect on students’ attitudes 
towards music-making. The study was conducted in the context of the traditional concert 
band setting, meaning that the students who participated did not regularly improvise jazz 
in that ensemble. However, they did engage in improvisation for the purposes of 
Burnsed’s (1978) study. The study measured pitch accuracy (related to the pentatonic 
scale), rhythm, tone quality, time, phrasing, and creativity. The participants were mainly 





improvisation creativity, and the students’ gains were found primarily in pitch accuracy, 
time, and rhythm. 
In a study that was used to examine the factors that led to instrumental jazz 
improvisation achievement, May (2003) invited eighty-five college instrumentalists who 
regularly performed in college jazz ensembles to participate. Three measures were 
developed to assess the participants’ abilities during the pre-testing phase: 1) the Measure 
of Jazz Theory Achievement (MJTA), 2) the Measure of Aural Skills (MAS), and 3) the 
Measure of Aural Imitation (MAI). A final measure, the Instrumental Jazz Improvisation 
Evaluation Measure (IJIEM) was adapted from past studies in the literature and included 
criteria for evaluation of the participants during the post-testing phrase. The criteria on 
the IJIEM were: 1) technical facility, 2) melodic and rhythmic development, 3) style, 4) 
use of harmonic material, and 5) expressiveness (May, 2003, p. 248). Self-assessment 
was strongly correlated with jazz improvisation achievement, as well as with all of the 
other factors that were being measured. May’s (2003) assessments of jazz improvisation 
influenced the shape and scope of the current study and were used to determine the best 
ways to assess the participants on their improvisation abilities.  
In another study (Ciorba, 2006), a model was created to help predict the jazz 
improvisation achievement of high school instrumentalists, specifically as it related to 
self-assessment. A number of other independent variables were considered in Ciorba’s 
(2006) study, including self-efficacy, motivation, jazz theory knowledge, time spent 
practicing, musical aptitude, academic achievement, sight-reading ability, and listening 





(2006) Jazz Improvisation Performance Assessment (JIPA): technical facility, 
rhythm/time feel, melodic and rhythmic development, style, expression, harmony, and 
creativity. Additionally, a specific assessment was created and piloted for each of the 
independent variables listed above. For self-assessment, the Jazz Improvisation Self-
Assessment (JISA) (Ciorba, 2006) was used. Results showed self-assessment to be 
strongly correlated with jazz improvisation achievement. Ciorba’s (2006) JISA was one 
of the measures used to better understand the self-assessment of professional jazz 
musicians.  
In order to devise and validate a rating scale for the jazz improvisation 
performance of college wind players, Smith (2007), conducted a study of five jazz 
instrumentalists. These participants recorded themselves while performing improvised 
jazz solos and these recordings were evaluated by 63 adjudicators using the IJIEM (May, 
2003) and the Wind Jazz Improvisation Evaluation Scale (WJIES), which was developed 
specifically for Smith’s (2007) study. The WJIES contained 14 items for evaluation and 
encompassed two categories. The criteria in the first category were based on performance 
skills and included knowledge of jazz theory, use of melodic motifs, confidence level, 
time/rhythm, technical facility, intonation, and logical solo development. The second 
category included the following criteria for creative development—tone quality, 
certainty, emotional expression, style, creativity, interaction with accompaniment, and 
use of chromatic tones. The purpose of Smith’s (2007) study was to validate a rating 
scale, rather than to investigate the relationship of the study’s component parts and the 





WJIES was not used as an evaluation measure in the current study because it focused 
solely on the evaluation of the jazz improvisation of wind players. 
The Jazz Improvisation Performance Achievement Measure (JIPAM) was 
constructed by Watson (2008) in order to evaluate the effects of notated versus aural 
instructional materials for jazz improvisation. The JIPAM was developed from the 
criteria that were indicated on May’s (2003) IJIEM. The JIPAM was tested to ensure its 
validity before using it as a measurement device in Watson’s (2008) study. Sixty-two 
collegiate-level instrumentalists performed improvised jazz solos onto a recording, after 
undergoing carefully instructed activities in jazz improvisation. The control group was 
administered only written materials and these participants approached their 
improvisations from the theoretical perspective. The second group was administered 
mostly aural instruction and the participants were taught to improvise by ear. The 
recorded improvisations of each student were evaluation by professional jazz musicians 
and jazz educators, using the IJIEM. The IJIEM is a 1–7 Likert scale, used to evaluate 
multiple criteria in jazz improvisation—rhythm, melody, harmony, style, and expression. 
Each criterion was further divided into 5–7 subcategories, which specifically related a 
measure to its criteria (e. g. communication of emotional expression was a subcategory of 
the style and expression criterion). The results indicated that the participants who 
received the aural instruction in jazz improvisation made significantly greater gains in 
achievement over the instructional period, when compared to those students who only 
received written instructions. Watson (2008) also found a significant increase in the 





evaluation in the current study because the material was derived from May (2003) and the 
content in May’s (2003) study was relevant in shaping the focus of the current study, as I 
mentioned previously.  
In a study of 70 high school and college instrumentalists who had experience with 
improvisation, Palmer (2013) used written measurements to determine achievement 
levels. The Participant Improvisation Experience Survey (PIES) and the Jazz Theory 
Measure (JTM), as well as practical measures of improvisation, including the Aural 
Imitation Measure (AIM) and the Improvisation Achievement Performance Measure 
(IAPM) were used to examine relationships between aural imitation ability, jazz theory 
knowledge, and individual personal variables (including self-assessment ability). The 
ANOVA (comparison of means in each group) indicated a statistically significant change 
from novice to advanced improvisers in the area of self-assessment. This finding suggests 
that self-assessment is an important factor in developing jazz improvisation expertise. 
Palmer’s (2013) assessment measures were the primary tools used in the current study to 
better understand self-assessment.  
All of the studies described in this section were conducted in the area of jazz 
improvisation achievement and in academic settings. The majority of these studies 
engaged participants at the high school and collegiate level. Prior to this dissertation, 
there had not been a study of professional jazz musicians using Palmer’s (2013) 
assessment measures. The reasons for this being that other researchers were interested in 
selecting a large population of readily available jazz musicians to study (May, 2003), 





musical skills (Ciorba, 2006), were interested in studying pedagogical materials and their 
effect on jazz learners (Watson, 2008), or wanted to study a population that had a wide 
range of jazz improvisation experience (Palmer, 2013; Smith, 2007). Therefore, the focus 
of this study was on the self-assessment techniques of professional jazz musicians. 
Communication in the Music Rehearsal 
 The second research question in this study was designed to help me develop a 
clearer understanding of interpersonal communication. I asked, “In what ways does 
interpersonal communication influence an individual’s self-assessment practice while 
improvising in a jazz combo setting?” Much of this communication is typically non-
verbal and specific to jazz (Seddon, 2005). In this section, I explore literature pertaining 
to what is known about the non-verbal communication that takes place during music-
making.  
 Music is often described as a means to communicate emotions (Juslin, 1997). In 
order to uncover insight into the emotional communication of musicians, Juslin (1997) 
viewed this phenomenon through the lens of a functionalist perspective, which stresses 
the interaction between environment and genetics as the driving force behind human 
evolution. Juslin (1997) stated that emotions are a way for humans to quickly adapt 
during interpersonal interactions, and he further stated that emotions themselves and the 
expression of emotions are different facets of the human communication process. In a 
study of three electric guitar players, Juslin (1997) examined the communication of 
emotional expression to the listeners. The guitarists all identified as male and were 





years. Each guitarist recorded five different melodies and was instructed to perform each 
of the songs in such a way that they represented five different emotions: “happy, sad, 
angry, fearful, and without expression” (Juslin, 1997, p. 398). In the second phase of the 
study, 24 adult students listened to each of the recordings of all three guitar players. 
Listeners were instructed to rate the performance of the melodies on an emotional scale, 
matching the set of five different emotions—happy, sad, angry, fearful, and without 
expression. The results indicated that the listeners were clearly impacted by the emotional 
expression of the performers and that each emotion tended to have certain characteristic 
qualities that helped define the specific emotion (for example, angry was always 
performed loudly). The listeners were able to recognize the intended emotions with high 
accuracy. Therefore, Juslin (1997) asserted that musicians can convey distinct emotions 
through their performance, specifically through the use of expressive cues, such as 
“tempo, volume, timing, timbre, articulation, and intonation” (p. 414).  
In a study specific to jazz improvisation, Seddon (2005) investigated the ways in 
which student jazz musicians communicated with one another while making music 
together. The improvisers, who were all undergraduate jazz studies majors, were 
observed and video-recorded over six one-hour rehearsal sessions and one 40-minute 
performance. The musicians viewed the recordings after the performance was complete 
and engaged in interviews and dialogue with the researcher. An analysis of the 
discussions revealed six modes of communication, divided into two main categories: 
Verbal and non-verbal communication. Each of these contained three distinct methods or 





Verbal instruction took the form of the musicians telling one another what to play 
in the music, while non-verbal instruction emerged when the musicians learned the part 
by ear or by reading the sheet music. Verbal cooperation was when the musicians 
planned their process of performance. This included discussion of the musical form, 
number of repeats, deciding who was going to improvise at what time, and other 
organizational matters. Cooperation of the non-verbal type occurred when the musicians 
were attuned to one another and exchanged “stocks of knowledge” (Seddon, 2005, p. 52) 
to produce a cohesive performance. This non-verbal communication also included the 
employment of body language, eye contact, facial expressions, musical cues, and 
gesticulation as a means to cooperate. The final modes of collaboration were the most 
impactful and facilitated high orders of thinking. Verbal collaboration occurred when the 
musicians discussed and evaluated their performance, for the purposes of deepening 
understanding, content, and style. Non-verbal collaboration included the musicians 
achieving what Seddon (2005) called “empathetic attunement” (p. 53) or a state of being 
in which the musicians were so absorbed in their activity, that the opportunity for 
“exploration, risk-taking, and concentration” (p. 48) was rife and deepened. During this 
attunement, the musicians often exhibited “spontaneous musical utterances” (p. 50), or 
musical phrases that came out of the instruments that the musicians had never practiced 
before. Seddon (2005) proposed that these spontaneous musical utterances were an 
example of the musicians communicating with deep levels of empathy and connection, 
akin to Csíkszentmihályi’s (1990) concept of the flow state and that they were achieved 





proposed that these findings may have specific relevance in how jazz educators assist 
student musicians with communication and understanding while making music together.  
In a follow up study to Seddon’s (2005) research, Seddon and Biasutti (2009) 
compared the modes of communication between members of a jazz sextet to those of the 
members of a classical string quartet. Seddon and Biasutti (2009) followed a structure 
that was similar to the first study and recorded four rehearsals and one performance onto 
video. The musicians and researchers viewed the recordings on repeated occasions and 
analyzed the types of verbal and non-verbal communication that occurred among the 
musicians. Once again, the results yielded six modes of communication, in two major 
categories, verbal and non-verbal communication. Both verbal and non-verbal modes of 
communication were described as instruction, cooperation, and collaboration. Insight into 
the relationships of these modes of communication with the performance of music were 
also revealed. Verbal and non-verbal cooperation was found to be related to a cohesive 
performance of the music played by the string quartet. Non-verbal and verbal 
collaboration facilitated creativity and interpretation of the music performance. 
After the results became clear, the data from the string quartet were compared 
with the data in Seddon’s (2005) first study with the members of the jazz sextet. There 
were more similarities than differences. Both ensembles were found to have used the 
same six modes of communication. The differences between the participants were more 
about the content of the conversation, rather than the actual modes that were used to 
communicate. The results that Seddon and Biasutti (2009) found supported the findings 





for the emergence of empathetic attunement and empathetic creativity, as well as 
spontaneous musical utterances. The results also frame a hierarchical structure for the 
communication methods that musicians utilize when performing together in small 
ensembles.  
Creativity in the context of group collaboration was examined by Kenny (2014) 
through the lens of communities of practice (Lave & Wenger, 1991). Six musicians who 
were part of the Limerick Jazz Workshop (LJW) in Limerick, Ireland performed in 
numerous concerts and jazz workshops over a period of nine months. Kenny (2014) 
gathered video data and observations throughout the data collection period and 
additionally, the participants came together for a focus group interview to review the 
collected data after the series of performances/observations was complete. The data 
analysis results indicated that the predominant feature of communication among the 
musicians was collaborative creativity. Group collaboration was also linked to the notion 
of innovation through improvisation, with an emphasis on creativity. These findings are 
important because they demonstrated that when deeper levels of musical collaboration 
take place, creativity is often a direct result. Kenny (2014) also speculated that this 
increased creativity led to a deeper communication among the members of the group and 
because of that connection, those musicians were more apt to experiment and take risk.  
Summary 
In this chapter, I provided the historical context and theoretical evolution of 
emotional intelligence (EI), which is "the ability to perceive emotions, to access and 





knowledge, and to reflectively regulate emotions so as to promote emotional and 
intellectual growth” (Mayer & Salovey, 1997, p. 5). The EI framework contains five 
major components, self-awareness, self-regulation, internal motivation, social skills, and 
empathy. All five of these components were found in the data, but self-awareness and 
empathy were developed into themes from the data and were used to answer my research 
questions (see Chapter 4 for more details). Self-assessment is one of the abilities that 
makes up the EI component of self-awareness. Much of this literature review was focused 
on the ways that self-assessment has been studied in the literature, and why self-
assessment is germane to this dissertation.  
The ability to accurately self-assess seems to be directly related to jazz 
improvisation achievement (May, 2003; Palmer, 2016; White, 2010). Some key findings 
in the literature were explored. Morrison and Montemayor (2004) found that the use of 
model recordings had no effect on the self-assessment accuracy of young instrumental 
musicians. These findings all indicate that student musicians do not accurately self-assess 
on their own and that they must be taught how to do so. However, in a study by Hewitt 
(2011), the results showed that student self-assessment did not improve with specific self-
assessment instruction. This tension in the literature presented an interesting dichotomy. 
Davis (1981) found the combination of singing with focused self-assessment to be 
positively correlated with students’ instrumental performance achievement, indicating 
that a musician’s self-assessment abilities are related to one’s interest in performing 
music and to music performance achievement. So, the disparity between the Morrison 





interest in performing music. 
Csíkszentmihályi (1990), asserted that there is a state of being called “flow,” or 
the mental state of operation in which a person performing an activity is fully immersed 
in a feeling of energized focus, full involvement, and enjoyment in the process of the 
activity. Much of the research that I have presented has demonstrated that there may be a 
relationship between EI and the flow state (Limb & Braun, 2008; Marin & Bhattacharya, 
2013; McPherson, Barrett, Lopez-Gonzalez, Jiradejvong, & Limb, 2016; Schellenberg, 
2011). Other researchers have demonstrated that there may be a relationship between EI 
and Social-Emotional Learning (SEL) (Atkinson, 2015; Edgar, 2014; StGeorge & 
Freeman, 2020; Zubrick, Silburn, & Prior, 2005). SEL skills are focused on “cognitive, 
affective, and behavioral competencies such as self-awareness, self-management, social 
awareness, relationship skills, and responsible decision-making” (CASEL, 2012). Both 
the flow state and SEL were phenomena that bore significance in the current study. I 
discuss these phenomena in more detail in the findings and analysis sections. 
Jazz improvisation requires immediate response and takes the form of a 
conversation, wherein jazz musicians react and respond to the ideas that are heard from 
other musicians (White, 2010). This assertion proved to be significant in this study 
because I wanted to study the ways in which non-verbal communication influenced a 
musician’s self-assessment. For a large section of this literature review, I explored key 
findings in studies related to jazz improvisation (Norgaard, 2011; Palmer 2013; White, 
2010) and of ways that jazz improvisation can be adjudicated (Burnsed, 1978; Ciorba, 





I used Palmer’s (2013) assessment measures as the primary tools in the current study to 
better understand self-assessment (see Chapter 3 for more details). I also used the 
findings of Norgaard (2011) and Kossak (2007) to shape the data collection methods in 
this study (see Chapter 3 for more details).  
In the final section of this literature review, I explored the research that has been 
conducted regarding communication in the music rehearsal. Of particular importance 
were the findings of Seddon (2005), who concluded that non-verbal collaboration was an 
important factor for musicians to achieve what he called “empathetic attunement” (p. 53) 
or a state of being in which the musicians were so absorbed in their activity that the 
opportunity for “exploration, risk-taking, and concentration” (p. 48) was rife and 
deepened. Examples of empathetic attunement occurred during the data collection in this 
study (see Chapter 4 for more details). Finally, Kenny (2014) offered findings that 
indicated that when deeper levels of musical collaboration take place, creativity is often a 
direct result and that this increased creativity led to a deeper communication among 
members of a group. The study of communication among between musicians was an 
important part of the current study. In the following chapter, I describe the methods that I 
developed to gather the data, as well as the methods that were used for data analysis in 





Chapter 3: Construction 
 
The purpose of this instrumental case study was to be able to define and describe 
ways in which professional musicians self-assess their own jazz improvisations in a jazz 
combo setting. I asked two questions to inform and design the research: 
1. In what ways do professional jazz musicians utilize self-assessment while 
improvising in a jazz combo setting? 
2. In what ways does interpersonal communication influence an individual’s self-
assessment practice while improvising in a jazz combo setting? 
In this chapter, I present the method of construction that I used to answer the research 
questions. I begin with an overview of the problem and follow that with a detailed 
description of the research participants and how they were selected. Next, I present 
information on the tools that were used to gather data, along with details as to their 
validity and reliability, including the researcher and the research environment. I continue 
with an in-depth description of the data collection, which was conducted in five phases 
over one day. The phases of data collection included a rehearsal observation of 
professional musicians in a jazz combo, a group interview, a second rehearsal 
observation, a journaling session, and a focus group. After addressing the ethical issues of 
bias and data storage, I close this chapter with a comprehensive explanation of the data 
analysis methods. All of this methodology helped to provide me with a snapshot of the 
ways in which the participants utilized self-assessment during jazz improvisation in the 





Research Questions, Justification, and Overview 
The research questions in this study were answered primarily through qualitative 
means. I implemented an exploratory qualitative research design (Creswell, 2003) that 
consisted of an investigation into the various ways in which the participants perceived 
how they used self-assessment. Glesne’s (2016) description of sharing the experiences of 
others provided a compelling rationale for using qualitative research in this study: 
Through inquiry, you seek, interpret, and share others’ perspectives, as well as 
your own, on some aspect of the social condition, contributing to the multiplicity 
of voices and visions, and to the plurality of knowing. Your interpretations can 
point out significances, meanings, and critiques that… can inspire others to 
perceive, value, or act in different ways. (p. 26) 
The design of this research project, therefore, was devised to allow for data collection 
that included multi-faceted ways of understanding the phenomenon of self-assessment.  
 The purpose of this research was to explore the ways that professional jazz 
musicians self-assess, with the understanding that the findings may affect others beyond 
the scope of this study. It was important to study the participants in their typical working 
context, using inquiry from multiple sources, and most importantly, within a bounded 
system (Stake, 1995). As Stake (2003) stated, these criteria qualified the research as an 
“instrumental case study” (p. 137) because the goal was to “provide insight into an issue” 
(p. 137) and the case itself played a supportive role to “facilitate the understanding” (p. 
137) of the phenomenon of self-assessment. According to Stake (1995), the case study is 





instrumental case study as one which is often used to gain a better understanding of the 
research questions through the participants in the case. In my situation, the “case” was the 
members of the jazz combo (who are described in the section that follows), while the 
study was focused on self-assessment. So, the “case” was instrumental to understanding 
the phenomenon. Stake (1995) differentiated the instrumental case study from the 
“intrinsic case study” in which the purpose is to “learn about that particular case” (e.g. 
the subjects of the study) (p. 3). Both of these cases differed from the “collective case 
study” (p. 4), in which several cases are studied in tandem, allowing for coordination of 
the findings amongst multiple cases. Stake outlined these distinctions between the cases 
because the methods used to collect data “will be different, depending on intrinsic and 
instrumental interests” (p. 4).  
Earlier, I mentioned Stake’s (1995) “bounded system.” This is a situation in 
which the researcher sets boundaries about the focus and intent of the research and for the 
purposes of the study, the case becomes “an object rather than a process” (p. 2). Stake 
also called it “an integrated system” (p. 2); the jazz combo as an integrated or bounded 
system functions entirely within the boundaries of the study. For this case, the boundaries 
were limited to the thought processes and feelings of the individual musicians and the 
communication between the participants, as well the historical, psychological, and 
interpersonal experiences that helped shape the participants’ individual perspectives. 
Despite these boundaries, there was a need for transferability to similar populations and 
particularly for how the findings might apply to working with less-experienced jazz 






The ideas that this research involved complex, evolving, and contextualized 
situations (Compton-Lilly, 2013) and that the goal of gathering these data was to 
“maximize what we learn” (Stake, 1995, p. 3), helped to situate the research purpose well 
within the case study perspective. However, this also meant that as a researcher, I needed 
to clearly define my role, positions, and methods when carrying out the research, to 
provide a clear sense of understanding for readers and the participants (Compton-Lilly, 
2013). This was accomplished through recounting the experiences with a detailed 
description of the participants, the methods, and the findings, or a version of what Geertz 
(1993) “thick description.” 
Thick Description 
Geertz (1993) offered the idea of “thick description” (p. 6) as a quintessential 
element of qualitative research. He actually went so far as to describe thick description as 
that which “defines the enterprise” (p. 6) of the entire field of qualitative research. 
Referring to the concept in the context of ethnography, Geertz characterized the process 
of creating a thick description as “a multiplicity of complex conceptual structures, many 
of them superimposed upon or knotted into one another” which must somehow be 
contrived by the researcher “first to grasp and then to render” (p. 10). The researcher 
must, in effect, inscribe a human interaction or intangible internal process and then use 
any means possible to interpret it and transform it into an account of the event, which can 
be understood by readers. Admittedly, Geertz (1993) described the ethnographic tool of 





multiple methods of interpretation. While I used the idea of thick description as a guide, 
the nature of this work was shorter-term (one day of data collection) and was focused on 
observations, rather than a true immerse process. Therefore, I used a rich description 
rather than a thick description, when chronicling the observation notes and data 
collection.  
  Within the context of an instrumental case study, this daunting task of 
transforming an intangible event into something that might provide meaning is endured in 
order to provide an understanding of a phenomenon. A rich description of the actions and 
context should not only be abundant in its accounting of interconnected details but should 
offer “direct connection to cultural theory and scientific knowledge” (Stake, 2010, p. 49). 
In doing so, the researcher reveals an interpretation of how things work in a specific 
situation, and a better understanding of a small slice of the human condition can prevail.  
Research Participants 
Four experienced jazz musicians were invited to participate in this study. They 
were selected from a pool of professional jazz musicians in Northern California, who 
were recommended by colleagues based on reputation and experience. The musicians 
performed together regularly and had already developed deep social and musical 
connections with one another prior to the study. They were selected specifically because 
of this history, which I hoped would help them to feel comfortable and ease with one 
another during the data collection. The musicians played drums, bass, piano, and 
flugelhorn (one player on each instrument). Each of the musicians who were selected to 





improvisation in general. The participants were all male, between the ages of 50-67. One 
was African American and three were Caucasian. All of the participants were college-
educated, considered socio-economically in the middle-class and lived in Northern 
California (three participants) or Washington state (one participant). All participants were 
given pseudonyms as one method to maintain their confidentiality.  
Miles was the flugelhorn player and the leader of the group. He was the person 
who recommended the other musicians and helped to coordinate their participation. Miles 
studied flugelhorn with the legendary Art Farmer and regularly toured throughout the 
United States and internationally, performing and running educational jazz improvisation 
clinics. Bill was the pianist in the group. He had a long history of being a music director 
on cruise ships and travelled the world while employed in that position. He was also a 
certified teacher of the Alexander Technique, which is a unique form of mind/body 
coordination training that enhances awareness and promotes injury free, effortless 
movement (“alexandertechnique.com,” 2020). Charles also performed extensively 
throughout the world. He was the bass player in the group and studied improvisation with 
Yusef Lateef, among others. In addition to performing jazz, he had a wide range of 
experience performing reggae, Afro-Cuban music, Brazilian forró, Senegalese mbalax, 
and Indian kathak dance music. The drummer in the combo was Max. His early career as 
a musician was as a United States marine, followed by a long-running engagement with 
the Ramsey Lewis band. Max added an incredible air of wisdom to the group and he 
listened much more than he spoke. He was well-revered by his peers, particularly those 





Washington. Whenever he had gigs in the area of Northern California (which was quite 
frequently), these participants were his “first-call” musicians to hire for engagements.  
For the purposes of this research, advanced players were selected because of their 
abilities to achieve “automatic processing [and] the flow state,” “to go beyond cognitive 
limitations,” and because of their “hyperconnectivity between processing and motor 
skills” (Palmer, 2016, p. 362). Additionally, as Duke (2005) posited, meaningful 
instructional design for novices is informed by understanding the thought processes of 
experts. I felt it was reasonable to assume that these participants would not be constrained 
by a lack of technical abilities on their instruments. The participants were musicians who 
had performed together regularly and had already developed a level of comfort with one 
another. This connection was important because it may have led to fewer emotional 
restrictions among the members during the observations (Campbell, 2010). As 
Kleinschmidt (2011) stated, professional jazz musicians “are unique individuals who seek 
to perform from a transcendental state in which tacit knowledge, teamwork, and 
communication blend to produce an effective performance” (p. ii).  
Determining Participant Expertise 
Prior to the commencement of the data collection, I conducted a number of 
preliminary procedures to screen the participants. In order to confirm the level of 
expertise of each of the musicians and provide evidence of their proficiency, the 
candidates were evaluated by professional jazz adjudicators, who listened to audio 
recordings of each of the musicians improvising on two different tunes. No video 





adjudicators. The first tune was a swing tune and the second, a Latin-jazz tune; both 
recordings included the participants performing in a jazz combo comprised of three to 
four musicians (to emulate the ensemble in which they would perform for the data 
collection). The recordings were not of the participants performing with one another, but 
rather, of them performing with other musicians who were not included in this study. 
Each musician selected their own tunes that adhered to the swing and Latin-jazz 
descriptions. These are the selections that each participant chose to submit as their 
screening recordings; the swing tune is listed first, followed by the Latin-jazz tune: 
Miles—“What Now My Love?” and “Estate”; Bill—“Anybody’s Spring” and “Homage”; 
Charles—“Culebra” and “Higashi Nakano”; and Max—"Trick Bag” and “Wes & Pat.” 
The total screening time of each musician was an average of approximately six minutes 
of playing and the focus of the adjudicators’ evaluations was on the improvised solo 
sections by each participant. 
The recordings were presented to two independent jazz adjudicators, who are 
professionals in the field of jazz education. Both of these adjudicators regularly listen to 
and provide feedback to jazz musicians at all levels. The adjudicators used Palmer’s 
(2013, p. 140-142) “Improvisation Achievement Performance Measure (IAPM)” (see 
Appendix A) as the standard of assessment. The IAPM measured the participants’ 
technical facility, rhythm/time feel, melodic and rhythmic ideas, harmonic knowledge, 
musical style, expressivity, and creativity. The musicians were assessed in each of these 
seven categories using a 1-6 Likert-type scale, with 1 being “very limited,” 3.5 being 





given an overall rating, using a 1-6 Likert-type scale, ranging from “novice” to “expert” 
(Palmer, 2013). The assessment results helped to establish the credibility of the high level 
of proficiency of these professional musicians, as each performer scored an average score 
of 5 or above from the adjudicators. The IAPM was created as an assessment tool 
specifically for melodic instruments. As such, the assessment was slightly adapted when 
evaluating the drummer. The adjudicators were asked to eliminate two categories of 
“harmonic knowledge” and to alter three categories of “melodic and rhythmic ideas” and 
“style” to align with expectations of playing the drum set (see more details in Chapter 4, 
p. 87-89). The rest of the assessment remained intact and was useful to create evaluations 
for the drummer. 
In order to ensure inter-rater reliability, the adjudicators were asked to apply the 
criteria from the IAPM in a trial run prior to assessing the candidates for this study. The 
adjudicators used the IAPM to critique a different jazz combo, which included performers 
who were not candidates participating in this study. The adjudicators compared their 
assessments and then, the adjudicators and I discussed the results, so we could establish a 
baseline understanding of how to best interpret the data. Once the adjudicators agreed 
upon the calibration of each of the assessment categories, they applied these same 
assessment criteria to the recordings of the potential participants. Upon completion, the 
adjudicators scores indicated that the candidates were highly qualified to participate in 






In addition to the professional assessment of the players’ musical abilities, the 
participants were asked to complete an online assessment, the Six Seconds Emotional 
Intelligence Assessment (SEI), prior to the data collection. The SEI is “a suite of well-
validated, effective tests of EI” (Freedman, 2016a). It was a self-administered 
questionnaire that provided a full range of reliable and focused reports on each 
participant’s overall EI, including their emotional management and emotional literacy, 
which encapsulated the sub-categories of self-awareness and self-assessment. The data 
from the SEI reports were used to provide a helpful backdrop of the participants’ baseline 
EI and their experience with utilizing the components and skills of EI (See Appendix D 
for SEI assessment results). Additionally, this information was used to distinguish 
participants who had a “Functional” to “Expert” level of SEI skills, with the 
understanding that when people have a higher SEI skill level, they are more likely to be 
able to actively and effectively self-assess and self-regulate their own emotions 
(Freedman, 2016a). The participants all scored in the “Functional” and “Skilled” range 
for all categories in their SEI results. The full SEI assessment results are presented in 
Chapter 4. 
Reliability and Validity 
Six Seconds Emotional Intelligence Assessment (SEI) 
The SEI assessment was designed to measure eight key skills of EI. The 
assessment was composed of 77 randomly ordered questions that were answered through 





accuracy. The SEI had been validated through Factorial Analysis and multiple statistical 
analyses, revealing high reliability, including Cronbach Alphas between 0.68 and 0.81 
(Freedman, 2016b). As Freedman (2016b) stated, “the statistical specifics…are 
monitored year by year to optimize the accuracy of the measure” (p. 4).  
The SEI had undergone a total of four validation analyses to confirm its structural 
and predictive validity (Freedman, 2016b). The Cronbach’s coefficient alpha was used to 
calculate internal consistency of the measurement scales used in the SEI. “Internal 
consistency refers to the extent to which items assigned to a scale are correlated to one 
another” (Freedman, 2016b, p. 21). The measures of each component of the SEI were 
measured as statistically reliable, based on this validity measurement.  
According to Freedman (2016b), there were some common psychometric issues 
that could occur in self-assessment questionnaires: “personal bias, answer style, and 
inconsistency” (p. 25). Steps were taken to eliminate the influence of these reliability 
issues in the SEI. A “positive impression (PI) scale” (Freedman, 2016b, p. 25) helped to 
eliminate personal bias. The PI scale was designed to balance out an exaggerated view of 
questions, which could create a positive or negative bias. The PI score was compared to a 
normative scale based on six items in the questionnaire. This PI helped to balance out 
when a test-taker seemed to have an unrealistically positive or negative view while 
completing the assessment.  
There were many factors that could influence how a person might take a self-
reporting tool, such how they are feeling that day, cultural bias, and answer style 





contained adjusted scales to balance the effect that this influence had on the overall 
assessment using an “answer style index” (Freedman, 2016b, p. 25). The answer style 
index was a complex algorithm that corrected for biasing imbalances on the use of the 
Likert scale.  
The third issue of inconsistency on the SEI had been addressed using a variety of 
measures. Inconsistency might have occurred on the assessment when a test-taker 
exhibited a lack of understanding or lack of focus. The SEI included a test of consistency 
and evaluated completion time to combat this issue. The consistency index of the SEI 
included a density indicator and a random indicator. The density indicator was used to 
compare how often a test-taker answered with a certain option on the Likert scale. 
Problems were identified when one answer was significantly overused, compared to other 
answers. The random indicator identified when a test-taker answered questions following 
a random pattern and was linked to completion time, to help offset this imbalance.  
The SEI assessment provided data for emotional competency in three major 
categories: “Know Yourself, Choose Yourself, and Give Yourself” (Freedman, 2016a). In 
the Know Yourself category, candidates were assessed for emotional literacy within the 
EI component of self-awareness. Choose Yourself tested skills of self-management and 
Give Yourself evaluated the participants’ self-direction. The data from the Know 
Yourself category was used to understand how the candidates identified emotions, 
interpreted feelings, self-assessed, and recognized emotional patterns. In the Choose 
Yourself category, participants’ emotional literacy in applying consequential thinking, 





determined. Finally, the Give Yourself assessments helped to provide an understanding 
of how the candidates increased empathy, recognized and responded to the emotions of 
others, and achieved a sense of purpose.  
The scores of the SEI were reported in five bands. From lowest to highest, these 
were: “Challenge (score range of 65-81), Emerging (82-91), Functional (92-107), Skilled 
(108-117), and Expert (118-135)” (Freedman, 2016a). Each candidate received scores in 
enhancing emotional literacy and self-assessment, recognizing patterns, applying 
consequential thinking, navigating emotions, engaging intrinsic motivation, exercising 
optimism, increasing empathy, and pursuing noble goals. The results of the SEI were 
used to have a clear understanding of the self-assessment abilities of the musicians, prior 
to the jazz combo improvisation sessions. These data were used to help shape the 
interview and discussion questions, as well as to clarify the analysis of data gathered in 
phases 2-5. Additionally, the SEI scores were used to hypothesize some potential 
implications, that are presented in Chapter 5, and to provide suggestions for future 
research.  
Improvisation Achievement Performance Measure (IAPM) 
The IAPM (Palmer, 2013) was used by the independent adjudicators prior to data 
collection to confirm the jazz improvisation ability levels of the potential participants. 
The IAPM was also used by the participants themselves, in order to evaluate their own 
performances during the focus group session of the data collection. For this current study, 
I safeguarded the use of the IAPM by having the adjudicators calibrate their assessments 





Palmer (2013) also conducted measures to establish the reliability and validity of 
the IAPM as a measurement tool. The instrument was constructed based on reliable and 
valid measurement tools by Ciorba (2006), Madura (1996), May (2003), and Smith 
(2007) and by using DeVellis’ (2003) scale development guidelines. The draft IAPM was 
reviewed by two University of Michigan jazz studies graduate students, who were experts 
in the field. These reviewers made suggestions and edits, which were incorporated into 
the final draft. The pilot version of the IAPM was tested on high school and university 
students and was then reviewed a second time, received edits, and Palmer (2013) wrote 
the final version, based on the final edits. In order to confirm the internal reliability of the 
IAPM, Cronbach’s alpha coefficient was used and a reliability factor of .99 was 
determined, which indicated an extremely high reliability factor. 
Research Environment 
Study Location 
As was mentioned above, the members of the professional jazz combo were 
musicians who regular performed together and were selected because of their high level 
of pre-assessed musical performance and improvisational abilities, as well as their 
functioning to skilled levels of EI abilities, particularly as they related to self-assessment. 
The musicians came together for the study visit in the home studio of the primary 
researcher. The studio was well-equipped with a grand piano, acoustical treatments, 
audio/video recording equipment, and ample space to bring a drum set and the other 
instruments that were played during data collection. The musicians had enough space to 





adequately. The musicians were each paid $200 for their participation in the study and 
this was paid for from the personal funds of the researcher. The money was used to 
compensate the musicians for their time on this project; it was not to influence the results 
of the study in any way.  
The Researcher 
A primary goal of mine in the field of music education is to make strong 
connections. Although I have had experience as a jazz educator, in performing jazz, and 
with improvising jazz, first and foremost, my goals are to connect with the people whom 
I serve: the students and our community. During the time of the data collection and 
analysis for this study, I was the full-time Director of Instrumental Music and Jazz 
Studies at a 2-year community college in Northern California. Courses that I taught 
involved conducting, music theory and musicianship, jazz history, rock and roll history, 
music education, and I was the conductor of the Symphonic Band and Jazz Band. 
Incorporating a variety of musical styles into the curriculum is important to me, as is 
working to present opportunities for students that enable them to foster connections with 
their classmates and with the music that they perform. Additionally, I plan lessons that 
encompass a cross-curricular viewpoint, to facilitate the students’ exploration of the 
endless possible connections between their musical experiences and other subject 
matters.  
EI skills play an important role in the development of my curriculum. In my 
purpose and rationale statements included in Chapter 1, I illustrated how I wanted to 





this study broadly through the lens of EI, I hoped to uncover ways to connect my findings 
directly to the lessons that I taught on a regular basis. Most importantly, I wanted to 
better understand one facet of the human condition—the ways in which people form 
bonds and feel connected through music performance. In the section on bias later in this 
chapter, more details are presented about my role as a researcher in this study.  
Data Collection 
According to Patton (2002) and Schensul, Schensul, and LeCompte (1999), 
qualitative data are primarily determined through three types of collection: interviews, 
observations, and written documents. In this study, I  used many traditional 
ethnographical methods to gather the data. These included a series of observations, 
during which I wrote extensive field notes, a group interview, reflective journaling by the 
participants, video evidence, a focus group, and the participants’ own analysis of their 
experience. All of these data collection methods were used to ascertain qualities of the 
self-assessment skills of four professional musicians who regularly create music together 
in a jazz combo setting. 
Data were collected in five phases: 1) a rehearsal observation of the jazz combo, 
2) a group interview, 3) a second rehearsal observation, 4) a journaling session, and 5) a 
focus group. The purpose of each phase is described in this paragraph and details of the 
phases are described in the following paragraphs. The data collection took place in the 
rehearsal and recording studio of the researcher on the 19th of February, 2019. Along with 
compiling extensive field notes, each phase was recorded onto video, so that the phases 





Fretz, and Shaw (2011). In the first phase, the purpose was to uncover the ways in which 
the musicians interacted with one another, particularly non-verbally. The purpose of 
phase two was to gather data to better understand the thought processes of the 
participants and their connections with one another. During the third phase, the purpose 
was to uncover the ways in which the musicians interacted with one another, after being 
introduced to the ideas of Norgaard (2008) and Kossak (2007). The reflection process 
during phase four was used to assemble data pertaining to the experiences of the 
participants while improvising and their perceptions of the other musicians during that 
process. A focus group convened as the final phase of data collection, during which 
information was compiled to understand the musicians’ assessments of their own creative 
abilities.  
Phase One 
Phase one consisted of observing the participants during a one-hour rehearsal 
session and writing extensive field notes while following specific observation protocols. 
The session was recorded onto video. Phase one was designed to gather data on the ways 
that the musicians performed and interacted with one another. I spent much of my 
observation time identifying ways in which the musicians expressed themselves verbally, 
non-verbally, and musically. Furthermore, I attempted to interpret what the participants 
were feeling, based on the ways in which they utilized phrasing, volume, style, range, 
rhythms, and articulations in their performance. This was appropriate because according 
to May (2003) and White (2010), it was the manipulation of these musical elements that 





participants’ emotions while they were performing influenced the discussion questions 
during the phase five focus group. 
Observation Protocols. The use of specific protocols were helpful tools that I 
used to frame my observations of the participants during data collection. Palmer’s IAPM 
provided a guide while listening to the musicians’ improvisations. Body language, eye 
contact, and the musical interactions of the musicians were types of non-verbal 
communication that I sought to understand, and I was specifically looking for potential 
incidents of Seddon’s (2005) spontaneous musical utterances. I used White’s (2010) 
“Themes and Categories for Jazz Improvisation Achievement” (p. 141-142) and 
Norgaard’s (2008) strategies for improvisation (sketch planning, evaluative monitoring, 
harmonic priority, melodic priority, the idea bank and repetition of ideas) as guides to 
better understand the improvisational output of the musicians. Kossak’s (2007) levels of 
attunement (understanding, support, deep listening, a willingness to hold and give space, 
the ability to tolerate chaotic or unpredictable states, and empathy) helped offer a frame 
of reference to better understand the interactions among the musicians. The observation 
protocols can be found in Appendix F. 
Phase Two 
Immediately following the first rehearsal, I conducted a group interview with the 
musicians during phase two, with the hope of gaining a better understanding of their 
thought processes regarding self-assessment and their intellectual, emotional, and musical 
connections with one another. The participants answered a series of interview questions 





out their thoughts regarding their self-assessment abilities. This was to help with research 
question one, “In what ways do professional jazz musicians utilize self-assessment while 
improvising in a jazz combo setting?” By having a baseline understanding of the 
participants’ connections with one another, it was easier to uncover relationships during 
the data analysis stage.  
Additionally, the participants and I had a discussion during the interview session 
about Norgaard’s (2008) strategies for improvisation, including “sketch planning, 
evaluative monitoring, harmonic priority, melodic priority, the idea band, and repetition 
of performed material” (p. 120) and Kossak’s (2007) levels of attunement which included 
“understanding, support, deep listening, a willingness to hold and give space, the ability 
to tolerate chaotic or unpredictable states, and empathy” (p. ii). It was important that each 
musician had a clear understanding of what each of these terms meant, because they 
would utilize this knowledge during the latter three phases of data collection. The 
discussion of Norgaard’s (2008) strategies and Kossak’s (2007) levels of attunement 
were important in garnering an understanding of the ways in which the musicians utilized 
self-assessment. Of particular relevance were the concepts of evaluative monitoring and 
sketch planning (Norgaard, 2008) because both of these thought processes can occur 
while musicians are improvising, and these concepts may have an impact on self-
assessment. Additionally, based on the observations, I believed that the participants 
utilized evaluative monitoring and sketch planning during the first rehearsal session. The 
interview session was recorded onto video and the recording was transcribed, so that the 






In phase three, I once again observed the participants during a one-hour rehearsal 
session and wrote extensive field notes, as well as followed the observation protocols 
from phase one. The second rehearsal session took place immediately after a short break, 
which happened after the group interview and was recorded onto video. Phase three was 
designed to gather data on the ways that the musicians performed and interacted with one 
another after learning about the ideas of Norgaard (2008) and Kossak (2007). I was 
particularly interested in how the musicians conducted and perceived their self-
assessment after discussing the strategies of Norgaard (2008) and Kossak (2007). I 
hypothesized that the participants might have focused on their self-assessment differently 
after being introduced to this information. As I did in phase one, I continued to focus my 
observations on identifying ways in which the musicians expressed themselves verbally, 
non-verbally, and musically. Furthermore, I attempted to interpret what the participants 
were feeling, based on the ways in which they utilized phrasing, volume, style, range, 
rhythms, and articulations in their performance. After this second rehearsal, the 
participants took a lunch break and then continued with phase four of the data collection. 
Phase Four 
During the fourth phase, I asked the participants to reflect on the performance 
process, so that data pertaining to the musicians’ experiences could be assembled. After 
the lunch break, the participants engaged in a journal writing exercise, during which they 
reflected on their performance and responded to prompts (see Appendix H) that pertained 





each provided a laptop computer to use for completing their journal responses. Each 
computer was preset with a Microsoft Word document containing the journal response 
questions. Participants typed directly onto the document to provide their answers. I felt 
that this would eliminate any possible confusion or inability to read handwritten 
documents due to penmanship. The musicians completed their journaling exercises while 
I prepared the videos of the rehearsals for viewing. After the participants completed their 
journal responses, we watched footage of the rehearsals and I conducted a focus group 
session, so that they could share their reactions and responses with one another, as 
discussed below in phase five. 
Phase Five 
The focus group session was the fifth and final phase of data collection, which 
was used to compile information to understand the musicians’ assessments of their own 
creative abilities and occurred immediately following the journaling session. Phase five 
was also recorded onto video. During the focus group, we watched the videos of the two 
rehearsal sessions. I asked the participants to rate their own performances, using Palmer’s 
(2013) IAPM and terminology or influence from White’s (2010) “Themes and Categories 
for Jazz Improvisation Assessment” (p. 141-142) (see Appendix I). In addition to 
assessing their own playing, we had a group discussion about the ways in which the 
participants used Norgaard’s (2008) strategies while performing and how they self-
assessed using these strategies. We also discussed the evaluative criteria for achievement 
in jazz improvisation, based on Palmer (2013) and White (2010), as well as Kossak’s 





The focus group responses helped me to better understand the ways in which the 
participants perceived their own self-assessment and the influence that the other 
musicians had on their own self-assessment. 
Trustworthiness 
 After the data were collected, the raw data were combined to create a data set that 
allowed for rich description. A member check is a verification technique that allows for 
participants in the research process to confirm their experience (Glesne, 2016). Member 
checks were conducted in three ways, to ensure trustworthiness of the data collection: 1) 
the transcriptions of the interviews were submitted to each respective participant, 2) the 
focus group notes were sent to all participants, and 3) the observation notes were sent to 
all participants. Each of these documents were provided to the participants after the data 
collection phase was completed, to help avoid any unintentional influence on the data 
analysis (Schensul, Schensul, & LeCompte, 1999).  
Bias 
As an experienced jazz educator, performer, and improviser, it is possible that 
these experiences may have skewed my interpretation of the data; however, it is also 
possible that my past experiences helped me to formulate a deep and meaningful 
understanding of the data. I attempted to reduce bias through a variety of procedures 
recommended by Patton (2002). The interview questions were crafted to avoid leading 
the participants to specific answers. I employed multiple methods—field notes and video 
recordings—to archive the observations and interviews. These field notes and recordings 





findings. All interviews and field notes were transcribed within a 48-hour period of 
conducting the research, while the details were still fresh in my mind. I submitted my 
interview transcriptions to each participant, and my observation transcriptions to all 
participants, to reduce bias through member checks of the data. The participants were 
asked to verify, add, clarify, or change anything in these transcriptions that they felt was 
incorrect or interpreted differently from their intentions. Finally, I worked to eliminate 
any expectations or confirmation of possible hypotheses in my field notes by focusing 
solely on what happened in the moment, as recommended by Glesne (2016). 
Data Storage 
Every effort was made to keep data confidential and conduct interviews in private 
locations. Glesne (2016) recommended addressing issues of data storage in order to 
maintain ethical research practices, and to keep the personal information of the 
participants secure and private. Pseudonyms were used in the final research report and in 
all other forms of dissemination of the research. Transcripts, audio recordings, and 
documents were labeled with pseudonyms or numbers. Records linking pseudonyms or 
numbers with identities were stored separately from other data in password protected 
electronic files and as hard copies in locked files. Data were stored in electronic 
databases on an encrypted computer and an external hard drive, and hard copies were 
kept in a locked file cabinet. The hard drive and locked filing cabinet were placed in 
different locations and were accessible solely by the co-investigators. The hard drive was 
only accessible via password. The data that were collected were not shared with anyone 






The first step in the data analysis was to code the field notes from the rehearsal 
observations of the jazz combo, the transcription documents of the individual interviews 
and the focus group, and the journal reflections of the participants. To code the data, I 
used what Saldaña (2016) called “Emotion Coding” (p. 124). Emotion Coding is one of a 
type of “Affective Coding” methods that Saldaña (2016) said can be used to “investigate 
subjective qualities of human experience…by directly acknowledging and naming those 
experiences” (p. 24). Emotion Coding is recommended in qualitative studies “that 
explore intrapersonal and interpersonal participant experiences and actions, especially in 
matters of social relationships, reasoning, decision-making, judgment, and risk-taking” 
(Saldaña, 2016). Emotional codes were assigned based on the stated emotions of the 
participants or their perceived emotions extrapolated from their body language, tone, and 
the context in which the dialogue was spoken. 
After the data were coded, I used two methods to organize and assemble the 
codes. The first method was what Saldaña (2016) called “synthesis” (p. 10), in which I 
combined “different things in order to form a new whole” (p. 10). Through the synthesis 
process, I was able to form categories, into which the codes could be grouped. Each 
emotional coded incident was grouped together with like incidents of emotional codes, 
even if the actual emotion was different.  
After sorting the codes into categories, I completed a second round of coding, as 
recommended by Saldaña (2016). During the second round of coding, I examined the 





developed them into themes, using what Saldaña (2016) called “Pattern Coding” (p. 236), 
or what Patton (2002) called “pattern recognition” (p. 452), to better determine categories 
and patterns from which to develop the themes. During the pattern coding process, I 
gathered the grouped codes into a smaller number of concepts, which were used to find 
“meaningful and parsimonious units of analysis” (Saldaña, 2016, p. 236). After 
employing this clustering process of the codes, I sent a copy of the transcriptions to 
another researcher and solicited feedback to clarify the development of the themes. This 
researcher had extensive experience in qualitative data analysis and had numerous 
qualitative research articles published in psychological and/or sociological research 
journals, as suggested by Schensul, Schensul, and LeCompte (1999). 
Three methods—member checks, peer edits, and an external audit—were 
employed to “triangulate the data” (Creswell, 2003, p. 204) of my verification methods, 
so as to ensure the trustworthiness of the data collection. I requested a peer-review edit 
from a colleague who had completed a dissertation, as well as multiple studies in the field 
of EI, and who had experience coaching academic writers. This was used to ensure that 
the analysis and findings were in alignment with the research questions. I also allowed 
for the possibility of the emergence of additional research questions, as recommended by 
Emerson, Fretz, and Shaw (2011). Finally, the work was submitted to my assigned 
dissertation advisor, in order to conduct an external audit of the data and themes.  
Five themes were developed from the coded data: “Empathy,” “Self-Doubt,” 
“Transcendence,” “Prior Knowledge,” and “Self-Awareness.” Self-Awareness served as 





these themes to the independent researcher mentioned above, to solicit confirmation of 
the themes, as suggested by Schensul, Schensul, and LeCompte (1999). These five 
themes are discussed in detail in the next chapter.  
Summary 
The purpose of this instrumental case study was to be able to define and describe 
ways in which professional musicians self-assess their own jazz improvisations in a jazz 
combo setting. The data were examined through qualitative means, with the bulk of the 
data stemming from detailed observations, interviews, and the personal assessments of 
professional jazz musicians who had a proven track record of performing expressive and 
creative improvised jazz solos, based on criteria from Palmer (2013) and White (2010). 
The patterns that emerged in the data were translated into major themes, which presented 
a snapshot of the self-assessment abilities of the participants. These themes were used to 
explore the multitude of ways that the musicians self-assessed and influenced the self-





Chapter 4: Findings 
The purpose of this instrumental case study was to be able to define and describe 
ways in which professional musicians self-assess their own jazz improvisations in a jazz 
combo setting. In this chapter, I have presented the findings from the analysis of data and 
I have categorized the data by theme. Each of the themes are chronicled in detail, in order 
to represent the relationships between the musicians and the ways that they perceived 
their musical and interpersonal experiences. As was explained in the previous chapter, 
data were triangulated as I considered the answers to each research question. To review, 
the research questions were: 
1. In what ways do professional jazz musicians utilize self-assessment while 
improvising in a jazz combo setting? 
2. In what ways does interpersonal communication influence an individual’s self-
assessment practice while improvising in a jazz combo setting? 
When focusing on question one, relating to self-assessment, the participants’ reflective 
journal entries provided a primary source, the focus group data a secondary source, and 
my observations a tertiary source. Question two involved interpersonal communication. 
For this question, the focus group data were a primary source, the reflective journal 
entries a secondary source, and my observations, a third. 
The Participants and Repertoire 
 Four experienced jazz musicians were invited to participate in this study. The 
musicians performed together regularly and had already developed deep social and 





flugelhorn, piano, bass and drums (one player on each instrument). Each of the musicians 
who were selected to participate had decades of playing experience on their respective 
instruments and with improvisation in general. Max was the leader of the group and 
played the flugelhorn. Bill was the pianist, Charles the bass player, and Max the 
drummer. A more detailed description of the participants and their background is 
depicted in Chapter 3 (see p. 57). 
 As mentioned in Chapter 3, the musicians that participated in the study were the 
“first-call” (those whom he contacted first to contract for performance work) choices of 
Miles, when he arranged to perform gigs in Northern California. These musicians had a 
great deal of experience performing together in a wide variety of venues. For the 
performance sessions of the data collection for this study, Miles selected the music prior 
to the data collection date. He shared the music and lead sheets (page that contained the 
form, chord changes, and some basic melodic structure of the tunes) just prior to the first 
performance session on the day of the data collection. All of the members had performed 
at least three of the songs together in the past, with the same personnel. However, one 
tune, “C.T.A.” was not only new for this group, but also a tune that Bill had not played 
before. Thus, they were playing it for the first time (and sight-reading the music) during 
the first performance session of data collection. “Equinox” was also a tune with which 
Bill was less familiar. He and Charles worked out some melodic material prior to the start 
of the performance of this tune during the second rehearsal session. The following table 





Table 1 – Rehearsal Repertoire 
Title Composer Style Session 
C.T.A. Jimmy Heath Swing 1 & 2 
September in the Rain Harry Warren and Al Dubin Ballad 1 & 2 
Black Orpheus Luis Bonfá Bossa nova 1 & 2 
Equinox John Coltrane Minor blues swing 2 
 
Six Seconds Emotional Intelligence Assessment (SEI) Results 
 As mentioned in Chapter 3 (see p. 62), the participants were asked to complete an 
online assessment, the Six Seconds Emotional Intelligence Assessment (SEI), prior to the 
data collection. The SEI was a self-administered questionnaire that provided a full range 
of reliable and focused reports on each participant’s overall EI, including their emotional 
management and emotional literacy, which encapsulated the sub-categories of self-
awareness and self-assessment. The data from the SEI reports were used to provide a 
helpful backdrop of the participants’ baseline EI and their experience with utilizing the 
components and skills of EI (See Appendix D for full SEI assessment results). The SEI 
results included assessment feedback that were divided into three separate reports. The 
first was the “Brain Brief Profile (BBP),” next was the “Brain Talent Profile (BTP),” 
third was the “Brain Discovery Profile (BDP).” Additionally, the “SEI Neural Network 
Insights” was an additional report that could be used by the test administrator to gather 





Neural Network Insights 
The SEI Neural Network Insights summary framed the EI skills of the users in the 
context of important work and life outcomes. There were four key outcomes: 1) 
Effectiveness, which measured the user’s capacity to generate results; 2) Relationships, 
which measured the capacity to build and maintain networks; 3) Wellbeing, which 
measured the capacity to maintain optimal energy and functioning; and 4) Quality of 
Life, which measured the capacity to maintain balance and satisfaction. Freedman 
(2016b) claimed that the SEI Neural Network Insights report “has considerable predictive 
power” (p. 9), as demonstrated through stepwise regression analysis. The Effectiveness 
outcome demonstrated a balance of “decision making,” or the capacity to select the most 
effective option and “influence,” or the capacity to motivate and involve others. The 
Relationships outcome was a balance of “network,” or the capacity to build multiple 
relationships to create alliance and support and “community,” or the capacity to maintain 
mutually caring connections to increase belonging. The Wellbeing outcome predicted 
success through “balance,” or the capacity to prioritize, manage stress, and be fully 
present and “health,” or the capacity to maintain optimal physical energy and functioning. 
Finally, the outcome of Quality of Life measured the balance between “achievement,” or 
the capacity to accomplish meaningful goals and “satisfaction,” or the capacity to feel 
appreciation about one’s life and efforts.  
The SSI Neural Network Insights summary included a five-point scale from 
which each of the four outcomes could be evaluated. The progressive points on the scale 





and “Expert.” During the evaluative screening process prior to their selection, I expected 
all potential participants to score “Functional” or above in at least three of the four key 
work and life outcomes. The following table illustrates the results of the participants in 
the four key outcomes: 
Table 2- SEI Assessment Results 
 Effectiveness Relationships Wellbeing Quality of Life 
Miles Functional Challenge Functional Functional 
Bill Emerging Functional Functional Functional 
Charles Functional Challenge Functional Functional 
Max Skilled Functional Functional Functional 
 
As indicated, all four candidates scored functional or higher in at least three categories, 
which was a prime consideration to be considered for participation. My assumption was 
that if a potential participant achieved a level of functional and above, they would be 
better equipped to perceive, evaluate, and integrate their emotions during the data 
collection.  
SEI Reports 
Through the BBP, a snapshot was offered into the ways that the user preferred to 
process emotional and cognitive data. Three categories were in the report, which were 
scaled into a spectrum of responses: 1) Focus was scaled from “Rational” to 
“Emotional”; 2) Decisions was scaled from “Evaluative” to “Innovative”  and 3) Drive 





toward the emotional side, meaning that their brains are better at perceiving emotions, 
while Charles and Bill were firmly in the rational side, indicating that their brains are 
better at collecting rational data. On the Decisions scale, Miles, Bill, and Charles 
weighted towards the evaluative spectrum, meaning that their brains prefer careful 
evaluations, versus Max, who’s brain likes finding alternatives because he was on the 
innovative end of the scale. Drive was the final scale depicted on the BBP. Both Max and 
Charles skewed just slightly into the practical side of the scale, indicating that their brains 
like pushing for practical actions. However, Miles and Bill were firmly ensconced on the 
idealistic end of the scale, demonstrating that their brains prefer considering long-term 
goals. 
The second report included a synthesis of the user’s top scores on key 
interpersonal, problem-solving, and decision-making related capabilities. This was the 
BTP. Using the scale bands from the BBP, 18 tools or “Brain Talents” were evaluated 
and a user’s top six were highlighted to show areas of greatest strength. The Rational-
Emotional scale included datamining, modeling, and prioritizing on the rational side and 
connection, emotional insight, and collaboration on the emotional side. The Evaluative-
Innovative scale included reflection, adaptability, and critical thinking on the evaluative 
side and resilience, risk-tolerance, and imagination on the innovation side. Finally, the 
Practical-Idealistic scale included proactivity, commitment, and problem solving on the 
practical side and vision, design, and entrepreneurship on the idealistic side. Miles’ top 
six tools skewed towards cognitive processing, which included prioritizing, reflection, 





design. Max’s results indicated that his cognitive processing is firmly in the emotional 
side. His top six tools were connection, emotional insight, collaboration, risk tolerance, 
imagination, and proactivity. Bill’s results demonstrated a solid mix of cognitive 
processing preferences. His results on the rational side were data mining, prioritizing, and 
adaptability, while those on the emotional side were collaboration, risk tolerance, and 
design. Finally, Charles’s results indicated that his top six tools were data mining, 
prioritizing, adaptability, critical thinking, proactivity, and problem solving, placing him 
decisively in the camp of rational cognitive processing.  
The third report, the BDP, projected an overall picture about the brain style of the 
user, as well as the highest and lowest scores from the Brain Talents report and the 
overall outcomes. Based on this report, Miles was an emotional, evaluative, and idealistic 
thinker. His highest brain talent scores were in reflection (pausing to assess), vision 
(seeing the long-term meaning), and critical thinking (evaluating, assessing, and 
planning). His lowest brain talent scores were in commitment (maintaining attention on 
what is important), proactivity (acting based on internal drive), and imagination (seeing 
the unknown). His strongest outcome was balance (capacity to prioritize, manage stress, 
and be fully present). His weakest outcome was network (capacity to build multiple 
relationships and create alliance and support).  
Max was an emotional, innovative, practical thinker. His highest brain talent 
scores were proactivity (acting based on internal drive), collaboration (creating harmony 
between people), and risk tolerance (accepting the unknown potential). His lowest brain 





(inventing solutions to future challenges), and critical thinking (evaluating, assessing, and 
planning). His strongest outcome was satisfaction (capacity to feel appreciation about 
one’s life and efforts). His weakest outcome was balance (capacity to prioritize, manage 
stress, and be fully present).  
Bill was a rational, evaluative, idealistic thinker. His highest brain talent scores 
were adaptability (accepting multiple perspectives), data mining (filtering to assess key 
information), and prioritizing (seeing and sorting possible paths). His lowest brain talent 
scores were commitment (maintaining attention on what is important), resilience 
(bouncing ahead), and connection (sensing and mirroring others’ emotions). His strongest 
outcome was balance (capacity to prioritize, manage stress, and be fully present). His 
weakest outcome was influence (capacity to motivate and involve others).  
Charles was a rational, evaluative, practical thinker. His highest brain talent 
scores were data mining (filtering to assess key information), prioritizing (seeing and 
sorting possible paths), and adaptability (accepting multiple perspectives). His lowest 
brain talent scores were connection (sensing and mirroring others’ emotions), resilience 
(bouncing ahead), and entrepreneurship (inventing solutions to future challenges). His 
strongest outcome was achievement (capacity to accomplish meaningful goals). His 
weakest outcome was community (capacity to maintain mutually caring connections to 
increase belonging).  
The data included in the SEI results for the participants indicated that they all met 
the minimum criteria to participate in this study. Additionally, the assessment results 





perspectives that could be used to better understand their self-assessment and 
interpersonal communication. I preferred this multi-faceted view over a singular view, 
which could have been a scenario if all of the participants had similar results on the SEI 
assessment.  
Improvisation Achievement Performance Measure (IAPM) Results  
As mentioned in Chapter 3 (see p. 60), Palmer’s (2013) Improvisation 
Achievement Performance Measure (IAPM) was used to assess the participants prior to 
confirming their participation in the study. The IAPM was used by independent 
adjudicators prior to data collection to confirm the jazz improvisation ability levels of the 
potential participants. The IAPM was also used by the participants themselves, in order to 
evaluate their own performances during the focus group session of the data collection. 
For this current study, I safeguarded the use of the IAPM by having the adjudicators 
calibrate their assessments with one another prior to evaluating the candidates’ 
recordings. 
The adjudicators’ calibration assessments were completed while listening to a 
semi-professional (the participants did earn money performing music, but not full-time) 
jazz combo. The members of this combo were attending a local university in Northern 
California, working to earn their bachelor’s degree in jazz studies. All had experience 
performing and improvising in a jazz combo prior to submitted their recording for 
evaluation. Only audio recordings were used, to help eliminate and potential visual bias 
on the part of the adjudicators. The members of this group performed on the alto 





improvised solo chorus on the tune “Nutville.”  
The IAPM measured the participants’ technical facility, rhythm/time feel, melodic 
and rhythmic ideas, harmonic knowledge, musical style, expressivity, and creativity. 
There were a number of subcategories that were used to further parse out specific skills, 
allowing for a total of 15 categories that were assessed. The musicians were assessed in 
each of these 15 categories using a 1-6 Likert-type scale, with 1 being “very limited,” 3.5 
being “adequate,” and 6 being “exemplary” (Palmer, 2013). Additionally, performers 
were given an overall rating, using a 1-6 Likert-type scale, ranging from “novice” to 
“expert” (Palmer, 2013). In 13 of the 15 categories of the IAPM, the adjudicators either 
scored the performers the same, or were on point away from each other. Only two 
categories—the “Rhythm/Time Feel: The extent to which the soloist demonstrates 
rhythmic definition while floating atop the time feel” for the trumpet player and 
“Melodic/Rhythmic Development: The soloist’s use of patterns and licks while 
improvising” for the trombone player—were divergent by two points. In the overall 
rating, the adjudicators rated the alto saxophonist as 4.5 (mid-level intermediate), the 
trumpet player as 3.5 (intermediate), and the trombone player as 5 (low-level expert). 
Because the adjudicators’ assessments were so similar to one another, this indicated that 
their internal calibration scales were in alignment and that they would be able to properly 
evaluate the professionals who were being considered for participation in this study. The 
full results of the calibration assessment can be found in Appendix B. 
The IAPM was created as an assessment tool specifically for melodic instruments. 





assessment needed to be slightly adapted in order to evaluate the drummer. After the 
calibration assessment, I shared the scoring sheet with the adjudicators, and we discussed 
the results. We also discussed how to adapt the IAPM to account for the upcoming 
assessment of the drummer. We all agreed that most of the criteria would be perfectly 
valid. However, two categories needed to be ignored when evaluating the drummer: 1) 
Harmony: The soloist’s ability to play within the chord changes and 2) Harmony: The 
soloist’s ability to demonstrate advanced harmonic understanding by playing outside the 
chord changes and adding chord substitutions, chord extensions, and alterations. 
Additionally, three categories needed to be altered to eliminate language specific to wind 
players. First, the category, “Melodic/Rhythmic Development: The soloist’s ability to 
create melodic solo lines” was altered to “The soloist’s ability to create interesting 
rhythmic patterns.” Second, the category, “Melodic/Rhythmic Development: The 
soloist’s demonstration of a rich knowledge base of melodic and rhythmic ideas” was 
changed to “The soloist’s demonstration of a rich knowledge base of rhythmic ideas.” 
Finally, the category, “ Style: The soloist’s ability to perform articulations, tone, and 
rhythmic feel appropriate to the song’s style” was altered so that the word “articulations” 
became “sticking patterns.” The remainder of the assessment was used in its original 
form for the drummer. 
The Participants’ IAPM Results 
There were many similarities in the ways that the adjudicators scored the 
participants. The scores for Charles, the bass player completely aligned between the two 





the following three categories, Charles received an average rating of 5.5–1) 
Melodic/Rhythmic Development: The soloist’s ability to create melodic solo lines, 2) 
Melodic/Rhythmic Development: The soloist’s use of motivic development during his 
solo, and 3) Melodic/Rhythmic Development: The soloist’s demonstration of awareness 
for sharping lines and performing logical phrases. The average overall score for Charles 
was 6, indicating an expert level in all musical categories on the assessment. 
The adjudicators’ scores for Max, the drummer, were also very well in alignment. 
As a reminder, Max was evaluated in 13 categories, instead of the 15 that were used for 
the other musicians. Max received an average maximum score of 6 in eight categories, a 
score of 5.5 in four categories, and an average score of 5 in one category. The final 
category, “Creativity: The soloist’s demonstration of originality in his improvisations” 
was the only category for which the adjudicators deviated by more than one point. Max 
received an average overall score of 6, indicating an expert level in all musical categories 
on the assessment. 
The adjudicators had the most discrepancy when it came to evaluating Bill, the 
pianist. The adjudicators did not agree on the same score in any musical category. Bill 
received a score of 5.5 in four categories, pertaining to “Technique,” “Rhythm/Time 
Feel,” and “Harmony”; this indicated that the scorers deviated by one point. In eight 
categories, the scorers deviated by two points, earning Bill an average score of 5. The 
sharpest deviations appeared in three categories, in which the adjudicators scored a 
difference of 3 points. This left Bill an average score of 4.5 in “Melodic/Rhythmic 





The extent to which the soloist’s performance represents passion and character,” and 
“Creativity: The soloist’s demonstration of originality in his improvisations.” The 
adjudicators also deviated by two points in the overall total, scoring Bill at an average of 
5, or low-level expert, on the assessment.  
The assessments of Miles, the flugelhorn player, were the lowest of all of the 
participants. However, he still earned an average of 5 on the overall score, indicating a 
low-level expert in jazz improvisation. It should be noted that Miles did not receive 
anything lower than an average of 4.5 in any musical category. The scorers agreed on, or 
were only one point away from each other, in 14 out of the 15 categories of assessment. 
In only one category were the adjudicators divergent by two points: “Harmony: The 
soloist’s’ ability to demonstrate advanced harmonic understanding by playing outside the 
chord changes and adding chord substitutions, chord extensions, and alterations.” In this 
“Harmony” category and one other, “Creativity: The soloist’s demonstration of 
originality in his improvisations,” Miles earned the score of 4.5. The full results of the 
IAPM used on the participants as part of their selection process can be found in Appendix 
C. 
Findings in the Data 
Data for this study were collected in five phases: 1) a rehearsal observation of the 
jazz combo, 2) a group interview, 3) a second rehearsal observation, 4) a journaling 
session, and 5) a focus group. The purpose of each phase is described in this paragraph 
and the full details of the phases are described in Chapter 3 (see p. 62–66). Along with 





reviewed as necessary, while mining for themes, as recommended by Emerson, Fretz, and 
Shaw (2011). In the first phase, the purpose was to uncover the ways in which the 
musicians interacted with one another, particularly non-verbally. The purpose of phase 
two was to gather data to better understand the thought processes of the participants and 
their connections with one another. During the third phase, the purpose was to uncover 
the ways in which the musicians interacted with one another, after being introduced to the 
ideas of Norgaard (2008) and Kossak (2007). The reflection process during phase four 
was used to assemble data pertaining to the experiences of the participants while 
improvising and their perceptions of the other musicians during that process. A focus 
group convened as the final phase of data collection, during which information was 
compiled to understand the musicians’ assessments of their own creative abilities.  
The triangulated and coded data were analyzed, and five major themes were 
developed. The five themes were corroborated throughout the various data points and 
almost all were found to align with components of the EI framework. The five themes 
developed from the data were “Empathy,” “Self-Doubt,” “Transcendence,” “Prior 
Knowledge,” and “Self-Awareness.” Self-Awareness served as a meta-theme to which 
the other four themes were connected. Each theme is discussed in detail below. 
Theme 1–Empathy  
Empathy is the ability to understand another person’s point of view, from their 
perspective (Goleman, 2000). Miles, the band’s coordinator, continually led the group in 
ways that fostered empathy and connection between the players. This was demonstrated 





desire to bring about a sense of connectedness within the group. It was clear that the other 
participants also empathized with one another. The concept of empathy was evident in 
the data in two ways: 1) through direct statements by the participants and 2) through the 
non-verbal communication of the participants, which included occurrences of 
spontaneous musical utterances and empathetic attunement. 
Participants’ Statements 
The primary way that the theme of empathy was developed in the data was 
through direct statements by the participants during the interview session and journaling 
session. During these two phases of data collection, the participants indicated that they 
wanted to better connect with and understand one another.  
What I love about improvisation is that it is not just about you. You are influenced 
and choose to play things based on your ‘in the moment’ reactions with the other 
musicians, as well as the overall vibe and feeling of the physical space you are 
performing in (Interview Session, February 2019). 
The above quote by Bill, the group’s pianist, captured the sentiments that related to 
empathy made by the participants throughout the data collection process.  
Interview Session 
During the interview session, the participants were asked a series of questions so 
that I could better understand their thoughts regarding their self-assessment abilities. I 
introduced them to Norgaard’s (2008) strategies for improvisation (see Chapter 2, p. 38), 
as well as Kossak’s (2007) levels of attunement (see Chapter 1, p. 4), which were 





assessment. During this phase of the data collection, the participants revealed many 
statements that demonstrated their respect for one another and their desire to understand 
each other better. They also made statements which reflected that they enjoyed making 
music together. For example, Max stated, “…I enjoy, knowing that when Miles has 
called me for a gig, it’s gonna be a fun gig” and “…the end result for me is to make 
everybody comfortable on stage.” Miles said, “…[I] do want that supportive, kind of, 
‘I’m here with you and I’m making it happen with you’ vibe. You know, when you’re 
having a real conversation with someone…and they really listen to you, and they know. 
And then, you feel like you’ve been heard.” Bill offered, “That’s what’s beautiful about 
music, and this music, in particular, it’s very much conversational and open to 
negotiation.” Each of these quotes demonstrated the musicians’ desires to better 
understand and demonstrate empathy towards one another through the shared connection 
of making music together.  
The participants spoke often about how they created music together in the form of 
a conversation. When I asked how often the participants thought about the emotional 
intentions of the other musicians, they agreed that this was a common occurrence. 
Interestingly, the participants detected this from the ways that their colleagues played the 
music. Max elaborated with, “You know, the way they’re phrasing. They’re playing a 
lotta notes, playing a few notes… that gives me a notion of where somebody is 
emotionally on stage.” Further, Max allowed this to influence his own playing: 
If they’re being real active, or they’re laying back, that determines how I play, 





more space, if they’re being more ‘spacey’. Uh, and if they’re being more active, 
then I have to pick and choose when I’m going to jump into that circle, and be 
active with them, and when to stay back. 
As he was making these statements, Max actually had a full smile on his face, as if he 
was incredibly proud of the fact that these types of interactions were transpiring in the 
ensemble.  
The participants stated that one of the reasons for attending to one another’s 
emotional understanding was to help them enter into a flow state when making music 
together. Bill likened this to a Zen state, or a form of meditative and transformative state 
of “enlightenment,” (Suzuki, 2019, p. 16): “Yeah, I kind of feel [that] a lot of this has a 
presence, sort of like a Zen thing. How somebody is in the moment. It’s really a 
challenge, but it’s fun because of that, too.” Max called it spiritual:  
…what he was saying, it’s a spiritual thing. There have been times where [sic] I 
will get emotional. Tears running down my face because things were so good. 
You know, for whatever reason, you know, it just, at that moment, or that 
particular song, the way everything went, and uh, it really got to me. 
The flow state proved to be an important motivator for the musicians, as I discuss in more 
detail later in this chapter.  
Journaling Session 
During the journaling session, I asked the participants to reflect on their 
performance and respond to prompts that pertained to improvisational strategies. The 





listening. They also tried to better understand the music and the composers’ intentions. 
Each of these goals demonstrated the theme of empathy.  
The strategy of listening deeply to one another was used by the musicians to 
inform their own playing. This was mentioned consistently in the journaling session. The 
participants used deep listening as a way to better understand one another. Clearly, the 
participants sought this out prior to this study, as was indicated by their comments during 
the interview session. However, their drive to understand this became even more 
prevalent during the data collection, after the group interview was conducted. The 
journaling session revealed empathy in the form of deep listening to better understand 
one another as a primary source of this theme.  
When I asked the participants to described moments that inspired them during the 
performance session, Max said: 
I assessed how my solo was handed off to me be it from the bass player, pianist or 
flugelhorn player. Since the majority of my solos were exchanging fours with the 
ensemble, I interacted with the individuals that I received the four from. 
Sometimes I would repeat the riff that preceded me, or I would go in a direction 
that complimented my predecessor or take my turn in a totally different direction. 
Miles offered the following, “When I improvise, I generally try to forget what I’ve been 
practicing (tunes, scales, arpeggios, licks etc.) and instead to just listen and react, the way 
you do in casual conversation.” The musicians clearly were interested in the interaction 
among them as a means of communication and as a way to bond with one another.  





performance. I asked the participants if and in what ways they thought that their fellow 
musicians were utilizing Kossak’s strategies. Bill admired the understanding between his 
fellow musicians, “The most obvious communication spot was the trade between drums 
and bass. A few times I would start a new rhythmic idea unrelated to his last phrase with 
the expectation that he would respond to me [referring to the flugelhorn player], like they 
did.” Bill was quite attuned to the other musicians while he was performing.  
In another journal prompt, I asked the participants to ponder if and how their 
fellow musicians were using Norgaard’s (2008) strategies of sketch planning, when an 
improviser conceives ideas or fragments prior to performing a musical passage, and/or 
evaluative monitoring, when musicians reflect back on music already performed to 
inform future ideas. This is when Bill provided a powerful quote in the data that 
represented the theme of empathy, “What I love about improvisation is that it is not just 
about you. You are influenced and choose to play things based on your ‘in the moment’ 
reactions with the other musicians, as well as the overall vibe and feeling of the physical 
space you are performing in.” 
The idea of connection amongst the members of the jazz combo also became an 
identifying trait of empathy in the data during the journaling session. The participants 
continually provided thoughtful reflections that demonstrated their desire to connect 
musically, emotionally, and spiritually with the other members. When prompted about 
the types of strategies that each performer thought the other musicians were using while 
improvising, a swath of similar answers emerged. Max connected with the others based 





how he would play. Miles used the proximity of space to help create stronger 
connections: “I found that I responded quite a bit to Bill’s comping today, maybe because 
I was standing nearer to the piano than I usually do, and this helped me develop a strong 
connection with him while playing. During ‘Equinox’ I found myself thinking about this 
idea of attunement, in particular the willingness to hold and give space. I love being able 
to use this to build a sense of connection with the others.”  
Non-verbal Communication 
Another way that empathy was developed from the data was through the non-
verbal communication of the participants. The musicians made direct statements that 
demonstrated that they were interested in understanding each other better through the 
practice of listening to one another deeply. Deep listening was utilized as a method to 
inform the participants’ playing and was a practice that developed non-verbally in the 
data. Non-verbal collaboration also included the musicians achieving what Seddon 
(2005) called “empathetic attunement” (p. 53) or a state of being in which the musicians 
were so absorbed in their activity, that the opportunity for “exploration, risk-taking, and 
concentration” (p. 48) was rife and deepened. According to Seddon, the musicians often 
exhibited “spontaneous musical utterances” (p. 50), or musical phrases that came out of 
the instruments that the musicians had never practiced before. 
Deep Listening. The practice of deep listening was a form a non-verbal 
communication utilized by the participants as a way to practice empathy with one 
another. Deep listening was found in the data in the coded observation notes of the two 





while the data collection was happening and from subsequent viewings of the video 
recordings for the various phases during data collection.  
During the observations of the rehearsals, one of the first things that stood out was 
how much the participants enjoyed working together. There was a lot of non-verbal 
communication happening amongst the players, including eye contact, head nods, facial 
expressions, and body language, which included specific movements that seemed to stem 
from athletics, whereby the musicians would seemingly “pass the music” around with the 
ends of the instrument, as if they were tossing a ball to one another. The participants 
seemed to thrive off of these gestures because in many instances after the non-verbal 
interaction occurred, they seemed to perform their music with more intensity. This 
intensity manifested itself in a number of ways. Most often, the musicians closed their 
eyes. Their body postures changed; for example, Charles, the bassist, would curve his 
shoulders and “hunker down” a bit more, bringing the bass closer to his body. He would 
also pull the bass strings with more energy. Max, the drummer would often lean into the 
drum set a bit more, creating a more intimate space for him to define the groove. Bill, the 
pianist, would lean in closer to the piano, seemingly trying to listen more deeply to the 
overtones and voicing of the instrument.  
The musicians demonstrated empathy through deep listening by adding a 
combination of eye contact, head nods, and facial expressions, particularly when they 
heard a melodic or rhythmic idea that impressed them. Charles would nod along with the 
rhythms that Max played on the drums, while making direct eye contact and smiling. 





would look at and motion his head towards the drumsticks, indicating he wanted a change 
in texture. This prompted Max to switch from sticks to brushes or vice versa. They would 
coordinate this non-verbally before the change of a section or before the end of a chorus 
and be prepared as soon as the change happened. On numerous occasions, Miles would 
form his mouth into a “oh” shape and complement it with an aggressive head nod when 
he heard something that (I assume) he felt was impressive and compelling. Many times, I 
observed Bill tilting his head back and grinning with a wide-mouthed smile and closed 
eyes when he heard interesting melodic ideas from Miles. At the end of almost every 
section, the musicians would make eye contact, to make sure that they were connected 
during the turnaround sections, most specifically at the ends of individual improvised 
solo sections and at the end of tunes. 
Body movements were also quite prolific during the rehearsal sessions. Miles 
would often move closer to Bill and turn his body toward him, creating intimate moments 
between the two of them. Charles would regularly tilt the top of the bass towards either 
Max or Bill or swivel the bass so as to face the front directly towards the other musicians 
and if sending his sound right to them. Miles would start snapping his fingers and 
sometimes even pick up a set of egg shakers along with the groove of the other musicians 
when he was feeling very connected. Miles would also start dancing in the middle of 
sections; he even did this while still playing on his instrument, at times.  
During the interview session, it was also clear that the participants were 
demonstrating deep listening by staying engaged and focused on the words and the 





head nods and other physical gestures, as well as the facial expressions of the 
participants. Of the four participants, Max was the most subdued during the interview 
session. He was quite reserved with his facial expressions and body language, as 
compared to the others, although I interpreted this as another sign of deep listening. He 
was the oldest member of the group and gave of a “wise sensei” vibe throughout the 
phases of data collection. While he did offer some poignant feedback during the 
discussion, his style was in contrast to the others, who were very animated, used lots of 
gesturing and were not wont to speak their mind. Another observation that occurred 
during the interview was that Charles held a practice board (an object shaped similar to 
an electric bass, with a shorter neck and a smaller body) throughout the session. His 
fingers would effortlessly float along the board, in typical patterns, likely scales or chord 
arpeggiations. This seemed to act as a sort of comforting tool for him. When I inquired as 
to the nature of the practice board, he replied that it “helped him focus and listen better.” 
Empathetic Attunement. Seddon (2005) proposed that spontaneous musical 
utterances were an example of musicians communicating with deep levels of empathy 
and connection, akin to Csíkszentmihályi’s (1990) concept of the flow state and that they 
were achieved through the mode of collaborative attunement among the musicians. 
Seddon (2005) used the term empathetic attunement to describe this state. During both 
rehearsal sessions, the observations seemed to indicate that the participants did achieve 
empathetic attunement. This was primarily indicated by the spontaneous musical 
utterances that occurred, which served as additional forms of non-verbal communication. 





flow state, and described it as a group experience, although they did not use (also, had 
never heard of) the term empathetic attunement.  
Spontaneous musical utterances occurred during both rehearsal sessions. They all 
seemed to happen when one of more of the musicians had their eyes closed, which was 
described during the focus group session as a way to tune out visual distractions and 
focus on the sounds. Charles seemed to intuitively change registers on the bass depending 
on the range in which Bill was playing on the piano. Max would imitate rhythms that the 
bassist and pianist played and incorporate them into his groove. All of the musicians 
demonstrated the art of phrasing through call and response, at times imitating exactly the 
melodic fragment and at other times, complementing the melodic idea with an idea that 
helped to fill out its shape. A few times, Miles inserted a mute into his flugelhorn, which 
allowed him to match sounds that could be heard by the combined instruments. However, 
the strongest example of spontaneous musical utterances occurred during the rehearsal of 
the tune, “Equinox.” As the tune built to a fervor, all four musicians riffed off of one 
another, which resulted in an escalation of the music that was higher, louder, and faster. 
The collective energy became palpable and I could feel a sense of excitement in the 
room. Charles played up in the extreme high end of the bass fingerboard. Bill smashed 
down cluster chords on the piano. Miles squawked on the mouthpiece and sang along 
with his playing, which created multi-phonics (producing several notes at one time). Max 
engaged his groove with the sides of the drum shells and the stands of the cymbals. It was 
all so fresh and invigorating and the musicians created a highly compelling moment. 





was the highlight of their rehearsal session and they did not know where these ideas came 
from. Miles said, “I was just uninhibited and free to let it all out.” Personally, I also found 
myself bobbing my head and tapping my foot in time with the musicians during this 
moment. It was a time during which I felt incredibly connected to the musicians.  
The first theme developed from the data was empathy. This was demonstrated in 
abundance through two means. The direct statements of the participants during the 
interview and focus group sessions were the primary sources of evidence. Secondary 
sources of evidence came from the observations of the two rehearsals and the interview 
session. It should be restated that in addition to being a theme in the data, empathy is also 
one of the five components of the emotional intelligence model described by Goleman 
(2000). 
Theme 2–Self-Doubt 
So, I’m always thinking the top of an A [section in the form of the music], I’m 
like, “Ok, Charles, don’t bollock this up, ‘cause this, this is the top. So, I’ll even 
play stuff that, I’ll play a different turnaround on the last A than I would on the 
first A, just to, not only to indicate to other people, to indicate to me. ‘Cause um, 
that affects my self-worth, if I screw up a form then, I’m going to feel really bad 
about myself and I’m gonna have trouble sleeping (Interview session, February 
2019).  
Self-doubt was a prevalent feeling among the participants in the study and was 
characterized by a lack of confidence in oneself and one’s abilities. A quintessential 





stated that, “I feel musicians, myself included, get too caught up in the mechanics of 
playing an instrument; the theory and analysis as well as the distractions and self-doubt.” 
I developed the theme of self-doubt from the data in multiple forms. It included actual 
expressions from the participants in which they said they doubted themselves and through 
other emotions, including fear, frustration, uncertainty, confusion, and embarrassment. 
These emotions were primarily expressed by the musicians during the journaling and 
interview sessions.  
Journaling Session 
During the journaling session, I asked the participants how they individually self-
assessed while they were improvising. Three of the four participants equated self-
assessing with being self-critical, as was demonstrated in their answers. Bill even 
specifically stated, “Most of my self-assessment was negative. I was reacting to the 
things that I didn’t like and was disrupting the flow of the music. I was more trying to 
suppress that self-assessment, rather than encourage it.” Miles mentioned that he “felt a 
little self-conscious and self-critical, less present, than I usually do.” Charles regretted 
that he caught himself “…not listening carefully enough to the soloist. I was aware that I 
may have pushed the tempo here or there…”. Each of these three participants felt that 
their self-assessment while improvising was a distraction from their playing. 
When I asked the participants what had influenced their musical ideas while 
improvising, they had varied answers. Many of their answers centered around a lack of 





I try to play fresh, original melodies from the heart instead of licks. However, I 
usually fail. Most of the time the things I play are a hodgepodge of half-
remembered songs, patterns, and sense-memory. …[I] actively tried to omit 
certain nonsense patterns or licks that I’ve played too much in the past…and 
didn’t quite succeed. 
He also added, “Today I found I was thinking about risk-taking a little too much because 
it turned up in my SEI results.” Bill was equally unhappy with parts of his playing. He 
addressed this as “Given the time constraint, and not knowing the tunes we were playing 
in advance, it [was] difficult to come up with phrases or an overall architecture of a solo 
on such short notice. The third tune I [didn’t] know well and it showed in my playing.” 
Charles referenced this same feeling and stated, “I was trying to be melodic and 
memorable and to play with authentic feeling, but I didn’t always succeed.” These quotes 
by the participants demonstrated a mixed response to the ways that they were influenced 
to improvise. Clearly, a wide variety of influences affected these performers. 
I informed the participants that once the formal data collection was complete, they 
were still welcome to send me additional responses or feedback after having more time to 
deepen their thinking on their experiences. Two participants chose to send additional 
reflective responses. I was able to develop the theme of self-doubt during the data 
analysis; however, these post-data collection reflections were meta-cognitive in nature 






The more I thought about what we did, the more I am convinced that in my own 
process, self-evaluation in the moment of performance is not or rarely helpful. 
The flow state that is required when playing doesn’t allow the time for editing or 
self-reflection or self-doubt, and when those sorts of thoughts occur, they get in 
the way of performance. The very words “playing music” itself suggests a state of 
non-thinking and just doing. 
Bill explained that he experienced self-doubt when he was self-critical and that his best 
playing happened when he did not have to think about it. He did acknowledge that “self-
criticism and detailed reflection are an important and essential element of practice and 
rehearsal.” However, he felt that while he was performing “the act of being self-critical 
made [him] doubt [his] playing” and he would get embarrassed. 
Charles connected negative past experiences with a sense of self-doubt in his 
engagement with music. While watching the performance video, he noticed some flaws 
in his playing, including late entrances, some missed chords, and intonation problems. He 
said, “I remembered it happening in real-time and it bothered me hearing it back.” He 
connected this to his self-worth and admitted, “I heard it back [on the performance video] 
and was a little messed up in the head over it. On the drive home, I had some ugly 
theoretical arguments with my parents, in my head.” This thought process was a recurring 
pattern for him and conceded that possibly it “…happened when his self-worth is 
diminished. My parents are tied into that, somehow.” Charles thought that his intense 
self-criticism of his musical expression was related to his relationship with his parents 






During the interview session, the participants referenced self-doubt quite readily. 
It appeared in many forms, including statements that they coined as self-critical and self-
conscious, in addition to being clearly identified as self-doubt. The professional 
musicians, with a collective one hundred and fifty years of playing experience still 
expressed doubt in their abilities and were quick to identify it in their experience. They 
also exhibited skepticism and mistrust if someone else identified self-doubt within them. 
Interestingly, while they had no qualms revealing their own self-doubt, participants were 
not as comfortable with one of the other musicians pointing out their own self-doubt. 
This was particularly expressed by both Bill and Charles.  
 Bill’s self-doubt during the interview session seemed to be focused on his playing 
abilities. He divulged that in the past, he has struggled with listening and said that, 
“Listening is at once one of the most difficult and simple aspects of making music.” He 
explained that one of the reasons he has struggled with listening is that many jazz 
educators and musicians “are often quick to extoll the virtues of listening but are not very 
clear about how to do it or how to improve at it.” Additionally, he said that listening is, 
“an active and engaged state of mind.” He admitted to having difficulty staying focused 
and in the active listening state while playing. Further, Bill acknowledged that at times it 
may seem like he’s not listening because he will add to a conversation quickly. He 
clarified that “it’s not so much because I’m not listening, but because I’m afraid I’m 
going to forget what I’m gonna say. And, in music, I feel that it’s the same.” Contrarily, 





are just creating a total carpet [referring to the rhythm section texture] and ignoring me 
and there’s not any sense that they’re listening, even if it’s a good groove.” He likened 
this to playing with a recording, rather than live with other musicians. “On the other 
hand,” he disclosed, “I also don’t like the hyper-reactivity of the rhythm section to what 
I’m doing.” That, he said, “made him self-conscious” and doubt his playing. He also 
stated, “…one other thing I wanted to say, too, is when you were talking about the 
emotional intelligence and your self-assessment, I have to say that so much of my self-
assessment in the moment when I’m playing is negative and not good.” This was in line 
with many of his other statements, in which he indicated that his self-assessment while 
playing actually detracted from his abilities to connect with the music and the other 
musicians.  
Charles exhibited self-doubt when he made a connection to his experiences of 
feeling belittled or diminished by his parents while he was growing up. He mentioned 
that when he chose to play the bass, his parents viewed it “as an underachiever decision” 
because they weren’t able to hear the bass in an ensemble and “perceived the repetition” 
that is often inherent in bass parts as something prone to “less talented people.” He had a 
difficult time with separating his experience with music from his life experience outside 
of music. Throughout the interview session, he did make jokes and often demonstrated a 
snarky and/or self-effacing emotional energy. While he was performing, he would 
display facial expressions, such as a grimace, a head shake, and a single raised eyebrow 
and even verbal grunts and groans, indicating that he was unhappy with his playing. He 





Well, I was a little self-conscious to see the results because I think emotional 
intelligence has been a bit of a buzzword recently and is sort of counter to 
intellectual intelligence. It can be used a little bit in an insecure way. [For 
example], if someone’s less educated, they’ll be like ‘wow, you know, he’s not 
book-smart, but he’s emotionally intelligent.’ You know, it’s just something I 
think about and I’m thinking about inaccurately what emotional intelligence 
actually is. I’ve looked it up online and I have my idea of what it is, which is, I 
guess being basically self-aware and being able to objectify what you feel, in a 
way? Like, not being completely at the mercy of your emotions. You can actually 
up and be like, ‘wait, I’m feeling this way, so I’m being defensive.’ And so, you 
can actually regulate your behavior, just to be aware of it, rather than dictating 
what you should be doing. 
He also retorted with the following exchange: 
Charles: I’m aware that there’s a habit when there’s multiple choruses soloing of 
me confusing that last and the first A. So, I’m always thinking the top of an A, 
I’m like, ‘Ok, Charles, don’t bollock this up, ‘cause this, this is the top. So, I’ll 
even play stuff that, I’ll play a different turnaround on the last A than I would on 
the first A, just to, not only to indicate to other people, to indicate to me. ‘Cause 
um, um, that affects my self-worth, if I screw up a form then, I’m going to feel 
really bad about myself and I’m gonna have trouble sleeping,  






Charles: So, it’s sort of like this way of making sure you don’t drive home the 
drive of shame.  
Bill: (Laughter) it’s really not that important.  
Troy: Well, it is to him, I guess.  
Charles: It’s, it’s pretty important, you know. It’s, it doesn’t feel good to anybody 
when the form gets lost. So, if you’re being vague, a, about your communication, 
then you can end up arguing about some semantics, which is totally off the beat 
path. So like, when the form gets messed up, all of a sudden, all the emotion that 
people are feeling is confusion and anger, when you’re supposed to be doing 
something, that’s a distraction from you’re supposed [to be] talking about. So, I 
don’t know, it’s um, the whole thing about like, letting go when you’re playing, 
I’ve never really trusted myself to do that a whole lot. 
Troy: Why not?  
Charles: Um, because then, there’s so many things that are easy to forget, which, 
which you won’t remember, you know. And then, once you’re off, it’s very 
distracting getting back on. And that’s a distraction you shouldn’t be doing. Like, 
if you’re, paying attention to, it’s like, if I was having a conversation about my 
wife and I just let myself go and I said some like, really inappropriate joke, when 
she’s sharing something very vulnerable, that’s like, a big mistake that I’m very 
capable of making because of the way my mind works. So, developing musically 
have been a lot of, um, countering my natural tendencies, which…you know…can 





like, about listening to someone, when they’re talking to you, the like you to listen 
sometimes, I think that, um, a lot of times, a, a very immature idea of 
improvisation is you interact with everything people do… 
Charles did admit that there was a great sense of shame attached to some of his actions, 
which fed his self-doubt. He acknowledged having “a bit of a complex” because he 
would get teased as a child for being “spacey.” To counteract the teasing, he confessed 
that he would get very defensive and his tone of voice was bitter when he mentioned this. 
Immediately afterwards, he tried to lighten the mood slightly and said, “Well, maybe 
they’re just teasing. But, there’s such a thing as, you know, people being the way they are 
because it’s a reaction to some trauma they had.” When asked how that influenced his 
playing, Charles responded with, “Yeah. I don’t want people to catch me spacing out. 
And if they do, I get upset about it.”  
The second theme that I developed from the data was self-doubt. This was 
demonstrated in both the journaling and interview sessions and the theme was primarily 
derived from direct statements by the participants. This self-doubt was contrary to the 
theme of empathy and worked interdependently with some of the other themes.  
Theme 3–Transcendence 
Transcendence is a state of being that is characterized by an altered 
consciousness, during which illumination, vision, ecstasy, and/or flow may occur (Kenny 
& Gellrich, 2002; Lamont, 2012). The participants spoke about transcendence during the 
data collection and it became a poignant theme in the data generation process. Max 





state while making music when he stated, “…there have been times where [sic] I will get 
emotional. Tears running down my face because things were so good. You know, for 
whatever reason, at that moment, or that particular song, the way everything went, it 
really got to me” (Interview session, February 2019). Transcendence was a prevalent 
topic in the discussion during the interview session as well as the focus group. It also 
appeared during the rehearsal sessions as empathetic attunement.  
Interview Session 
During the interview session, the concept of transcendence was discussed by the 
participants. Their direct statements and responses to the interview questions elicited the 
theme in multiple ways, which included awe, spiritualism, inspiration, and appreciation. 
The participants reported that transcendence occurred individually and as a group. 
There were several incidents of the participants describing their idea of the 
transcendent state while engaging with improvisation. The descriptions “awe” and 
“spiritual” were used on multiple occasions to represent the experience of being in a 
transcendent state. For one of the interview questions, I asked the musicians about their 
interpretations of Kossak’s (2007) higher levels of achievement. Many of their responses 
were related to transcendence, particularly since the higher levels of achievement include 
understanding, support, deep listening, a willingness to hold and give space, the ability to 
tolerate chaotic or unpredictable states, and empathy, all of which have been found to 
play a part in the transcendent or flow state. Bill was discussing the experience of playing 
with accomplished musicians when he said, “There’s a craft element to it [creating 





where you tap into something that’s much larger than yourself. And it’s larger than me, 
or anybody in this room. It’s awe. And during these moments, it reminds me of why I do 
this.” Bill was not the only one to share this sentiment.  
Max also expressed his sense of awe when describing the transcendent flow state. 
He mused, “It’s the moment. Yeah. It’s just the moment. Everything is right, you know. 
Things, the way they progress through a particular song, and it brings a sense of awe to 
the music. Like, how am I doing this in the moment right now?” After Max made this 
statement, the others agreed with him. Charles added, “That ties into what Bill was 
saying earlier, also. It’s those special moments, when we go into the flow [state].” There 
were nods of understanding from Max, Bill, and Miles, who even slapped his hands on 
his thighs to add support to his gesture.  
A spiritual component of the music is something that became evident through our 
discussion, as well. This was particularly poignant for Max, whose quote about “tears 
running down [his] face because things were so good” resonated as the ultimate 
description for the theme of transcendence. He was actually referring to how music “…is 
a spiritual thing for [him]. [He] get[s] very emotional and it’s like the music plays itself 
sometimes. As if some higher power is playing the music through [him] and [he’s] a 
bystander.” Max also admitted that music is “healing” for him and that often feels better 
after performing. He followed up with reminiscences from his past, in which he recalled 
stories of how his music brought healing to his listeners. “I have a lot of people of 
coming to me and say [sic], ‘you know, I was depressed when I came into this 





spiritual thing.” Max even had tears in his eyes while his was recollecting the memory. 
This created a poignant moment during the interview session when we were all subdued 
and perhaps a bit melancholic.  
The participants reported that the transcendent flow state was something that 
inspired them to engage in musical improvisation. Bill said, “The ideal is you wanna [sic] 
learn this craft as best you can, so you don’t have to think about it, so you can be in tune 
with this emotional content…those emotions are key. It [sic] makes me inspired.” Charles 
took this idea further and retorted, “…the emotions are the thing that most inspires the 
flow state. I mean, you have to stop thinking, but be totally feeling. If you think too 
much, it won’t happen, but if you don’t succumb to the feelings, it won’t either.” The 
connection to their emotions is why the transcendent state was so powerful to the 
performers. Miles let slip the word “inspiration” under his breath and nodded his head 
with a great smile, revealing his inner thought process as he listened to Charles describe 
the emotion of the flow state.  
Bill likened the transcendent flow state to the euphoric high that can be caused by 
the use of narcotics. He posited that “…a lot of players were getting hooked on things 
like heroin…[because] they wanted to get outside of themselves and turn off that editorial 
self.” He explained that he had evidence of this by the way things sounded on “the 
Riverside recordings” of jazz artists in the 1950s and 1960s. “You could totally hear it. 
…they’re not perfect, you hear the mistakes…but the flow! It’s just always so beautiful.” 
He inserted a caveat, saying, “I’m not condoning getting strung out on heroin, but I 





this was one of the main reasons that they aspired to achieve the flow state while 
performing; they can stop overthinking and just be in the moment. Bill said that he liked 
having “a helpful sense of awareness” when he performs, but that he “can’t stand” 
thinking too much because it “distracts him from the altered consciousness.” Charles 
agreed that “thinking is dangerous” while improvising, because “you could start to think 
about things that you’re not playing…like your taxes! And that’s definitely not the flow I 
want.” After this comment, all four musicians and I erupted in laughter! 
Max described his transcendent states as “subconscious appreciation.” He 
informed the group that he was able to get to a place of appreciation when he “stop[ped] 
thinking too much and focus[ed] on the groove.” He described attaining a level of playing 
where he “goes on autopilot” and his “subconscious just takes over.” Max went on to say 
that when he thought too much, he could not achieve the transcendent state. “I used to do 
this para-diddle thing. It was like a real smooth double-stroke roll.” One time, another 
band member mentioned it and as Max recounted, said, “Whoa! Whoa! Where did you 
get that?,” to which Max replied, “I don’t know, but I can’t do it now” because someone 
told him what he was doing. Once the playing of certain improvised skillsets came into 
his conscious awareness, Max said that he was not able to recreate them anymore and that 
his subconscious appreciation was taken away.  
The interview session was conducted to help the musicians reflect on the first 
rehearsal session of the data collection, as well on their past experiences with music. I 
asked questions pertaining to Csíkszentmihályi’s (1990) concept of flow. The participants 





state, referring to it as awe, inspiration, spiritualism, and appreciation. In the focus group 
session, the participants provided similar descriptions of the theme of transcendence.  
Focus Group 
During the focus group phase of data collection, I asked the participants a series 
of questions that were designed to encourage a reflection on their experiences during the 
two rehearsal sessions. Their responses to two questions in particular illuminated the 
theme of transcendence. The theme of transcendence was characterized as flow and 
inspiration by the participants during the focus group session.  
For one of the focus group questions, I asked the participants which improvised 
moments stood out as being important during the rehearsal session. Both Miles and 
Charles mentioned that they really connected with Max during his drum solo on 
“Equinox.” When pushed further, Miles described Max’s solo as being “organic” and felt 
that it had a “shape that [he] liked…from beginning to end.” This inspired Miles to 
perform his solo in “little episodes” in which he told little vignettes of a larger picture, 
“kind of like a soap opera.” Miles said that he believed that Max was in an “inspirational 
state” during his drum solo, and this caused Miles to achieve his own transcendent state 
through the ebb and flow of “playing episodically,” which was a technique that Miles 
used to enter the altered state of consciousness.  
Max was inspired by the interactions that occurred between himself and Charles. 
He recalled that, “the communication that was going on between us was very focused…” 
and said that allowed him to “integrate a lot of rhythmic ideas, which created patterns to 





achieve the transcendent state. While playing the tunes “C.T.A.” and “Equinox,” Max 
performed a solo immediately following an extended musical interaction between himself 
and Charles. Max’s “Equinox” solo was the one that inspired Miles to perform the “little 
episodes.” Max’s solo was inspired by the non-verbal communication with Charles. Each 
of these events created a chain reaction, which enabled the performers to enter an 
inspired state of transcendence. 
For the second focus group question, I asked the participants which types of 
strategies they thought their fellow musicians were using while they were improvising 
during the rehearsal sessions. This is when the term flow emerged, referring to the 
transcendent state. The participants revealed that they individually sought to achieve flow 
and that they believed the other members had achieved entering the transcendent state of 
flow. 
Two participants admitted that they aspired to enter the flow state during the data 
collection rehearsals. Bill focused his commentary on the harmonic structure of the 
music, making many allusions to “rhythm changes” (referring to the harmonic form of 
Gershwin’s “I Got Rhythm”). Incidentally, “I Got Rhythm” was not one of the pieces that 
the quartet performed during the rehearsal sessions. Regardless, Bill alluded to the tune 
because of its “…architecture of form” and how it connected to the tune “C.T.A.,” which 
they did perform. Bill explained that “…even though [he] didn’t know the tune very well 
[referring to ‘C.T.A.’], [he] used its pattern to connect it to ‘Rhythm Changes’ and then, 
understood the song better.” When Bill focused on the harmonic form of “C.T.A.,” he 





Miles admitted that he sought to be “flowing and free” while improvising. He 
explained that his way of achieving that during the rehearsal sessions was to “focus on 
the phrasing of the music.” Miles did not describe the phrasing by using his words. 
Instead, he sang his examples. So, when he would allude to the phrasing, he sang, “ba-
doo-ba-a-ba-da-ba-a, ba-doo-ba-uh” to the tune of the melody that he was describing. 
Miles connected syllables such as “ba” and “doo” to musical phrasing, by replacing any 
actual speech with inflection. As Miles put it, “…that inflection represents emotions” and 
helped him connect to the phrasing in his improvisations. Further, Miles elaborated a bit 
more on his use of phrasing to achieve flow. He proclaimed that when he thought too 
much about the notes while he improvised, he tended to “be very predictable.” However, 
when he focused on inflection, it “…allowed [him] to be more spontaneous and in the 
moment” which, according to Miles, allowed him to take more risk. In turn, this risk-
taking “…push[ed] [him] into a frame of mind where the music just flowed.” Miles used 
the inflection of musical phrasing to help make him comfortable to take risks, which 
allowed him to achieve the transcendent flow state.  
According to Miles, the other members of the jazz combo achieved flow while 
they were improvising. When referring to Max’s “Equinox” solo, Miles said, “He was 
playing so smooth [sic] that I knew he was very connected with the music. I knew he was 
feeling the flow of the rhythm.” This was the same solo that inspired Miles to play the 
“little episodes.” He also thought that Charles and Bill were able to achieve “that same 





There was this awesome moment when the two of you were riffing off each other 
on ‘C.T.A..’ You, you both had this uncanny, and I’m a bit jealous of this, ability 
to start and wrap up a phrase to make perfect sense. It’s like you’re having a 
conversation and the words just flowed effortlessly between the two of you. I 
knew there was something special then. 
Max referenced this same interaction when he said, “You two were very connected then. 
It’s like the moments before when I said me and Charles was [sic] connected. I could see 
that same energy between you two.” Charles and Bill admitted that this connection was a 
very special moment of music-making between the two of them.  
During the focus group, the experience of transcendence was a powerful one for 
the participants, as was evidenced by their commentary. Transcendence was revealed as 
inspiration and flow. The altered state of transcendence was a phenomenon that the 
participants sought to achieve and was something that they recognized within themselves 
and each other. Each musician used different skills and/or areas of focus to help them 
attain their respective transcendent states. Bill focused on harmonic changes, Charles 
concentrated on non-verbal communication, Max relied on rhythmic patterns, and Miles 
centered on the emotional inflection of phrasing, as well as the ebb and flow of playing 
episodically while improvising. 
Rehearsal Session 
In addition to the participants’ statements and reflections that were extracted from 
the interview and focus group sessions, I amassed copious observation notes from the 





participants had achieved the transcendent state of empathetic attunement. Seddon (2005) 
proposed that empathetic attunement was a state of being in which musicians created 
“spontaneous musical utterances.” I observed what I thought to be spontaneous musical 
utterances, or musical phrases that the musicians had never practiced before, during the 
second rehearsal session, which is why I assumed that empathetic attunement had 
occurred among the musicians.  
The first clue that empathetic attunement had occurred was the increased 
occurrence and intensity of the non-verbal communication among the participants. Bill 
tended to tap his left foot and/or bounce his leg when the music got louder or more 
intense. Miles closed his eyes a lot, reflecting truly deep listening, and would move closer 
to the other musicians while they were playing. Charles and Max would move towards 
each other, smile, and play their instruments with more vigor; Max using a more 
determined stroke on the ride cymbal and Charles tugging harder on the strings. I could 
even see more vibration of the strings as he played, the arc widening from side to side, as 
the intensity increased.  
My suspicions that the musicians were experiencing empathetic attunement 
increased as I observed them expressing an increased rate of verbal utterances while 
performing. Head nods and smiles would accompany grunts, and syllabic commentary on 
the fellow musicians’ playing, such as “ooh,” “oh yeah,” “mm-hmm,” and “uh.” These 
verbal utterances transformed into musical utterances at some point during the 
performance of “Equinox” in the second rehearsal session. The verbal utterances ceased, 





crashes, or thick, staccato chords, a twang of the bass string, and quick falls, squawks, 
and squeezes from the flugelhorn. I made note that during this section of “Equinox,” the 
band seemed much more intense, but also that I, personally, felt more energy in the room. 
I was bouncing in my seat, bobbing my head to the beat, and completely absorbed in the 
moment. I was taken along for a ride by the musicians, as they ascended into an altered 
state of consciousness.  
When they reflected on the incident during the journaling session, Bill and Miles 
confirmed my suspicions. When asked what influenced his musical ideas, Miles wrote, “I 
do remember surprising myself on ‘Equinox.’ I started playing many musical fragments 
that just came out of me. It reminded me of the ‘chaos and unpredictable states’ that we 
discussed earlier.” Miles also admitted that he was exploring the idea of attunement 
during the second rehearsal session. “I was very interested in ‘holding and giving space’ 
while we played and I liked the result,” he wrote. Bill wrote that, “In general, this group 
of musicians is easy to play with. In fact, we tend to push each other’s boundaries to the 
point where we have collective magic like today on ‘Equinox.’” Later on, I sent a follow 
up message to Bill and asked him to explain what he meant by “collective magic.” He 
replied that he meant, “the special moments where everyone is just connected. Like the 
altered states we were talking about. It’s one of those moments I can’t just really put into 
words. It’s just like magic.” Both Bill and Miles confirmed my suspicions that the 
members of the group had entered a transcendent state of empathetic attunement during 
the second performance of “Equinox” in the data collection. 





interview session and the focus group. In the interview session, transcendence was 
described by the participants as awe, spiritualism, inspiration, and appreciation. In the 
focus group, transcendence was represented as flow and inspiration. Transcendence also 
appeared during the second rehearsal session as empathetic attunement, during which 
spontaneous musical utterances occurred.  
Theme 4–Prior Knowledge 
Throughout the phases of the data collection, the participants regularly tapped into 
past experiences and used those experiences to help build connections while they were 
improvising. Thus, they built upon prior knowledge. Miles offered the following 
statement, which describes the core of the theme prior knowledge:  
I was preoccupied with the idea of being willing to hold and give space. On 
‘Equinox,’ I was thinking of giving space and [tried to be] willing to give it up to 
someone else. Like, during my solo, it doesn’t mean I just need to go forth. I can 
have pregnant silences. I can move around blocks of silence. I found that it was 
like an actual conscious thought that kept coming back to me during that because 
I hadn’t ever done that before. Also, as far as a preoccupation, [I] was trying like 
hell not to play ‘Surrey with the Fringe on Top,’ after you mentioned it to me 
(Focus group session, February 2019). 
The participants shared how they connected to prior knowledge in both negative and 
positive ways. Their comments relating to this theme demonstrated that they were both 
held back by their inability to let go of past mistakes and propelled forward by using their 





knowledge was a theme that I developed out of the data from the first rehearsal, the 
interview session, the journaling session, and the focus group.  
First Rehearsal 
The first rehearsal happened prior to any other sessions of the data collection. 
During the rehearsal, the participants engaged in dialogue that foreshadowed some of the 
discussions that would happen in the interview and focus group sessions later in the data 
collection. This was particularly true of the connection to prior knowledge. The 
musicians were both reminiscent of past experiences that were meaningful and critical of 
how their past experiences held them back artistically or emotionally.  
Bill articulated his connection to prior knowledge through reminiscing about 
powerful moments in his past. These connections were revealed at times when the 
participants were pensive or thoughtful, which seemed to have a positive impact on their 
interactions. After the group rehearsed “Black Orpheus,” they reflected on their 
performance. Bill mentioned that the harmonic structure of the piece allowed for the 
possibility of a reharmonization of the chords. “You know, on the last A section, you got 
going sharp four, which sometimes has sounded generic when I’ve played it in the past, 
but it sounded kinda nice when we played it during the solos.” He went further and 
described ways that he had voiced and reharmonized these chord changes in the past, 
always demonstrating these chord progressions on the piano. He admitted, “…what we 
did was great. That [harmonic] movement was quite beautiful.” In the past, he’d tried 
various iterations of reharmonizations and described this as “an interesting negotiation 





very much. He agreed that “it was exciting for [him] to play” the voicings that he used, 
and he admitted that this “…was a thoughtful approach that worked, based on [his] past 
experiences.” 
Charles also found meaningful connections to his past experiences. He responded 
to Bill’s comments regarding negotiating chord reharmonization with, “…I really enjoy 
the puzzle of working with the pianist or guitar player to figure out how to play chords.” 
He described working with players who “just show what the chords are” so that he could 
select “interesting note choices.” To Charles, the prior knowledge of understanding what 
notes to play in a chord was based off of his experiences working with other musicians. 
He also admitted to Bill that, “Well, I think I’ve played with you enough to be able to 
anticipate how you’re going to voice certain chords,” which Charles said boosted his 
confidence to make bold choices with his own note selection.  
Charles and Bill also had critical past experiences, which they said had created 
prior knowledge that made a negative impact. Charles was perturbed when describing 
times in the past when pianists laid out or played too softly. He said that it “didn’t sound 
good.” When I asked for clarification, Charles divulged that he liked having the support 
of the group and did not like being “naked on stage” (meaning that he did not like to play 
alone). Bill argued the opposite and said that he “didn’t like when drummers are doing 
too much when they’re not soloing. It makes it [sound] muddy.” He recounted occasions 
of drummers “playing very rhythmically while laying down a groove” and how that 
actually made it harder for him to decide on balanced chord voicings.  





knowledge and experiences impacted the ways that they performed during the data 
collection rehearsals. The connections to prior knowledge manifested themselves in ways 
that the musicians perceived as both positive and negative. Prior knowledge became 
clearer as they described being reminiscent and perturbed with past experiences.  
Interview Session 
During the interview session, two of the participants articulated connections with 
their experiences to prior knowledge. Charles once again experienced negative emotions 
to his past experiences, which manifested as shock and resentment. Bill experienced 
connections that were more positive, in the form of reminiscence.  
Charles repeatedly discussed personal experiences, that were seemingly unrelated 
to music, during the various phases of data collection. These discussions centered around 
interpersonal relationships between Charles and his parents, Charles and his wife, and 
Charles and his friends and teachers while in his grade school years. During the interview 
session, Charles expressed how his prior knowledge from past traumatic experiences 
helped to influence his perspective as a musician. A few times, he mentioned his bass 
teacher while he was in college. It became increasingly clear that while Charles learned a 
lot from his private instructor on the bass, that the two of them had a tumultuous 
relationship. He remembered, “Sal Macchia was a scary teacher. He was intense and I 
always got the feeling that he was on the edge of regretting taking me on as a student.” 
Despite the feelings of angst stemming from his lessons, Charles felt like he learned 
much from his bass instructor and that helped define his present-day musicianship.  





circumstances that were grossly uncomfortable and even potentially dangerous for him. 
He wanted to study with musicians of “Brazilian or African backgrounds” because he had 
an interest in learning about specific styles of music from those traditions. He admitted 
that, “I’ve kind of allowed myself to get into weird situations with Brazilian and African 
musicians where they were being pretty disrespectful and even violent, but I dealt with it 
because I didn’t know if I was going to meet another musician to learn those things 
from.” He was resentful of the fact that he continued to work with the musicians even 
though they mistreated him. Although, he did so because he felt as if he could learn from 
them. This did seem to have a psychological impact on Charles, because he continued to 
carry resentment of the experience with him many years later.  
Journaling Session 
In the journaling sessions, I asked the participants six questions to guide their 
reflection on the improvisatory process during the performance sessions. The responses 
to two of these questions were used to help develop the theme of prior knowledge. The 
theme of prior knowledge became apparent in the journaled data as a connection to past 
experiences.  
Question One. In first journal prompt, I asked the participants if they used either 
of Norgaard’s (2008) strategies of sketch planning or evaluative monitoring while they 
were improvising. Miles stated that he used evaluative monitoring, or a process of 
reflecting back on music that has already been performed, to influence future ideas in 
improvisation. Based on his past experiences, Miles actually tried to “omit certain 





new ideas based on musical ideas that he heard during the performance sessions. Max 
connected to past experiences by “taking into account the styles” of the music that the 
combo was performing and “trying what [he] knew worked, based on [his] experience.” 
Both Max and Miles built their past knowledge of musical techniques and experiences 
into their performance during the data collection.  
Bill connected his performance to past experiences not related to music. “So 
much of playing a good improvised solo is like skiing, once you are smoothly heading 
down the hill and you have your balance set up you can just glide down the hill smoothly 
and with grace,” he said. He related concepts that he utilized while skiing to inform his 
perspective when he improvised music.  
Charles connected his improvisation to music-making that had recently occurred 
during the performance, rather than connecting to an experience from before the data 
collection. He said that he used evaluative monitoring to influence his performance, 
particularly as it related to the tempo of the music. He wrote, “I was aware on ‘September 
in the Rain’ that we slowed down on the song, so I was focused on keeping the tempo 
peppy.” Charles used his prior knowledge of performance and applied it directly in the 
moment, so that he was able to adjust his playing in real-time, based on what was 
happening in the music.  
Question Two. What influenced your musical ideas while improvising? This was 
the second prompt that I asked the participants to reflect on while journaling. Both Miles 
and Bill responded to this prompt in ways that connected to their past experiences and 





his [prior knowledge] of musical techniques,” such as scales, arpeggios, and musical 
licks, and “instead, just listen and react that way [he] did in casual conversation.” He 
strove to play “original melodies from the heart” instead of licks from his stocks of 
musical knowledge. However, he “usually end[ed] up playing a hodgepodge of half-
remembered songs, patterns, and sense-memory,” and he admitted that he did so in the 
rehearsal sessions, as well. 
Miles endeavored to eliminate the influence of prior knowledge during the 
performance sessions, to facilitate a fresh and free improvised performance. Bill, 
contrarily, sought to integrate melodies into the performance repertoire that he’d heard on 
recordings in the past. He wrote, “I was influenced by knowing a lot of recordings of 
these tunes, having played them over the years. I knew the scales and harmony and 
melodies well.” He actually tried to remember bits of those recorded improvisations and 
perform them during the data collection rehearsals.  
The participants were aware of how their past experiences and prior knowledge 
influenced their performing in the moment. Some of the musicians consciously worked to 
integrate this into their improvised materials and others purposely tried to eliminate it 
from the solos. The musicians’ journal reflections helped to bring more clarity to the 
theme of prior knowledge.  
Focus Group 
In the focus group, I asked the participants seven questions pertaining to their 
improvised solos during the rehearsal sessions. As with the journaling, interview, and 





knowledge to the improvised solos in the data collection via their past experiences. This 
time, however, the musicians spoke a lot about musical structures. Thus, musical 
structures became another avenue from which the theme of prior knowledge was 
developed. 
The second focus group question was regarding improvisational strategies. I 
asked what strategies were used while the participants were improvising. Most of the 
responses were centered around musical structures, including form, chord progressions, 
and melody. Miles stated that he “found [himself] thinking about AABA song form.” 
This was in response to comments that Charles made while discussing the first focus 
group question. He went into great detail about the ways that he obsessed about the 
musical form of the songs and how that is one of the primary factors in his thought 
processes while improvising. Understanding the form of the songs is, of course, utilizing 
prior knowledge.  
Bill was thinking a lot about the harmonic progressions of the tunes. He said, “I 
felt challenged because this should be a formulaic harmonic thing, like ‘rhythm changes,’ 
but it’s not. It’s more like a slightly awkward version of ‘rhythm changes’ with enough 
slight differences that it was strange to me.” Bill found that his prior knowledge was 
actually a hindrance because he wanted to follow the instinct of certain harmonic 
progressions that he knew from past experiences, but he was not able to do so because the 
tune, “C.T.A.,” was altered from his expectations. He was slightly disgruntled because 
this shift gave him some new freedom in his playing, but it was in opposition to his 





and limited him.  
Charles agreed with Bill that the form was challenging. He added that “you only 
get two beats between chords, which are pretty different from each other.” So, in addition 
to the form being slightly altered, the rate of harmonic change was very quick and, as he 
said, “by the time you’ve addressed the change of notes of one chord, the next chord is 
coming already, so it’s easy to play stuff that sounds stilted.” When asked how he 
handled the harmonic rhythm, Charles replied with, “I try not to think too much about the 
standard motion that I already know so well.” Thus, Charles supported Bill’s assessment 
that his prior knowledge impeded his creativity. 
For question six of the focus group, I asked the musicians to describe how and 
when they used evaluative monitoring in their improvised solos. Bill utilized a technique 
called motivic development on at least three different solos that he improvised. While 
implementing motivic development, Bill used the germination of an idea to build much of 
his solo. This was a form of evaluative monitoring. Bill would play the idea, then replay 
it on a different starting pitch, or in a different register, or he would elongate the idea by 
inserting additional notes to extend the length of the motive. When Bill would arrive at 
climactic points in the solo, the chords he played would become much thicker and he 
would play with a heavier touch on the piano. He would start off playing lighter and more 
melodically, then increase intensity and texture when building up to musical peaks. This 
gave his solos a sense of structure, which I visualized as an arc. These more intense 
moments were reminiscent of the experiences described in the section on the theme of 





entering the transcendent flow state. Bill actually did not like that his solos often take this 
shape. He said, “To be honest with you, I’m not fond of that in my playing. I’m trying to 
alter that because solos can take on many different forms and that just seems so 
stereotypical.” Bill connected his prior knowledge of musical stereotypes and clichés into 
his performance and was working to eliminate them in his playing. Rather than use 
motivic development, Bill would have liked to “tell a story with a narrative impulse” in 
his solos. 
The participants’ responses to the focus group questions were used to bring clarity 
to the theme of prior knowledge in the data. This was primarily present in the discussions 
of musical devices, such as form, harmony, and melody. The musicians were conflicted 
because although their prior knowledge influenced their improvised solos, they also felt 
that it inhibited their playing in some ways.  
The theme of prior knowledge was developed from data in multiple sessions 
throughout the data collection, including the first rehearsal, the interview session, the 
journaling session, and the focus group. This theme was represented by a connection to 
past personal and musical experiences, which were found to be both helpful and 
hindering. Additionally, the theme was represented through a connection to musical 
structures, such as melody, harmony, and form. 
Theme 5–Self-Awareness 
Goleman (2000) described self-awareness as knowing one's internal states, 
preferences, resources, and intuitions, and being able to accurately self-assess one’s 





developed from the data and it was evident during the journaling session, the focus group, 
the interview, and during both rehearsals. During each of these phases of data collection, 
self-awareness was demonstrated through direct statements of the participants. Self-
awareness also surfaced in the observation notes of both rehearsals. Perhaps the model 
example of self-awareness was expressed by Miles when he said: 
The best playing I do is nearly always when I know something so well, I don’t 
have to think about it. I’m not reading, I’m not thinking of the notes or the chord 
progression. Everything is internalized and I can be free. But to get to that point, 
self-criticism and detailed reflection is [sic] an important and essential element of 
practice and rehearsal (Journaling Session, February 2019). 
Through this reflection, it was clear that Miles knew exactly what goals he had when 
performing and what he needed to do to meet these goals. This sentiment was reflected 
by all of the participants at various times throughout the data. This short vignette 
described Bill’s thoughts on the subject:  
You know, some of that self-consciousness came because we were talking about 
it earlier in the day, but some of it just came because it’s not a tune I play as often. 
Other than Miles, [I can’t remember] the last time I played it. So, for me, there’s a 
real distinction between practicing and performing and playing. And to me, 
practicing is the evaluative period. The taking things apart. The editing. The 
thinking things over on a really deep level, so it becomes intuitive. So, when you 
play, you could just play. Now, you know, there are times that you do have to, 





to think of a few things in the moment that are sort of, evaluative, to keep the ball 
rolling. But for the most part, at least in my experience, the better I play, the less 
my brain is active, ‘cause my brain gets very susceptible to being distracted easily 
(Interview Session, February 2019). 
The next few sections describe the direct statements of the participants and the rehearsal 
observations that illustrate the theme of self-awareness in the data.  
Journaling Session 
The prompts in the journaling session were specifically designed to provide a 
pathway into the subconscious thought-processes of the participants while they were 
improvising. Thus, upon reflection, the journal prompts by their very nature represent an 
example of self-awareness. Despite this awareness, or perhaps because of it, the 
musicians provided clarifying answers during the journaling session that incited the 
development of self-awareness as an incredibly provocative theme in the data. 
In the first question of the journaling session, I asked the participants if they 
utilized sketch planning or evaluative monitoring (Norgaard, 2008) while they were 
improvising. Both strategies involve self-awareness. Miles admitted that he did use 
sketch planning (conceiving ideas prior to performing a musical passage) immediately 
before playing each phrase. I perceived sketch planning to be a form of self-assessment 
because it was a driving force and motivating factor that informed the participants’ 
decision-making and therefore, a method of real-time assessment for the musicians. The 
example he used to illustrate this was that he would often begin his improvised solos by 





into a melody. Charles also used sketch planning. He described it by sharing that, 
“‘C.T.A.’ has difficult changes, so I don’t have a lot of things to play on the first 4 bars of 
each A section. I relied on a quote of ‘Bemsha Swing’ which I know works.” These two 
participants demonstrated the use of sketch planning through two different means. One 
was by implementing previous ideas which were studied outside of the rehearsal and the 
second was quoting previous ideas that happened during the rehearsal.  
Charles admitted to using evaluative monitoring (reflecting back on music already 
performed to influence future ideas) during the performance sessions. Charles presented 
three different scenarios to describe this. In the first he said, “I was aware on ‘September 
in the Rain’ that it was noted early that we slowed down on the song, so I was focused on 
keeping the tempo peppy.” Next he wrote, “On a few of my solos, I felt out of tune in 
certain registers of the bass and tried to simplify the ideas to get inside the pitch.” Finally, 
he described the third scenario, “On ‘Equinox,’ I dictated a two feel for the first two 
choruses of each solo, so that we could shift gears into a four feel.” Thus, Charles 
implemented evaluative monitoring through three musical devices: tempo, intonation, 
and time-feel.  
Bill also used evaluative monitoring but felt that it detracted from his playing. He 
delved into this by saying the following: 
I was using a version of evaluative monitoring, though as I suggested in our 
discussion, for me any kind of thought process distracts me from being in the 
moment and allowing the flow of the music to take over. Unlike with 





it breaks the flow of the musical conversation. The ideal is to know the music and 
the deep structure of the music so well, that thinking becomes unnecessary, 
regardless. I can't say I always live up to this ideal, but I do my best. 
Bill continually attached a stigma to anything intellectual or analytical about the 
experience. While admitting that he used strategies such as evaluative monitoring and 
other techniques of self-assessment, he did not like the fact that he did so. He strove to 
get out of his head, stop thinking about the music, and simply play the music. The fact 
that he admitted to using the strategies seemed to work contrary to his goals and so he 
attached negativity to the experience.  
 When I asked the participants to describe what influenced their musical ideas 
while they were improvising, Max answered this with, “who passed the solo to me and 
how it was given to me.” This connection with his fellow musicians added a level of self-
awareness and awareness of others that seemed to become a hallmark in Max’s playing—
so much of what he performed was incredibly intertwined with everything that the other 
musicians were doing. Whereas Max’s influences tended to be more extroverted and 
connected to others, the remaining participants responded to this prompt with more 
introspective answers. Miles wrote, “When I improvise, I generally try to forget what I’ve 
been practicing (tunes, scales, arpeggios, licks etc.) and instead to just listen and react, 
the way you do in casual conversation. I try to play fresh, original melodies from the 
heart.” Charles shone the spotlight inward, with the idea of wanting approval from others: 
“I was trying to be melodic and memorable and to play with authentic feeling. I was 





during my solos.” His descriptions of “memorable,” “obvious,” and “pretty” revealed a 
longing for acceptance from the other members of the group or an audience. 
The third journal prompt centered on self-correction, or a modification of the 
musician’s performance, after playing something that did not fit with the music, such as a 
note that was not part of the chord. I asked the participants how they planned their solos 
or self-corrected their solos while improvising. Once again, Max was influenced by the 
other musicians. He replied with, “I did not self-correct, but I kind of predetermine which 
direction I would go [with my solos] based on how my predecessor gave [ideas] to me.” 
Miles focused on his melodic interpretation when he responded by saying, “At times, I 
would play a note that was right next to the note I actually meant to play, so I would self-
correct by treating the first note as an approach or passing tone.” Charles worked to 
create a sense of drama in the music. “I look for spots to play melodic minor for intrigue. 
Like the Db7#11 in ‘September in the Rain.’ I try to play a variation on my previous 
phrase to create a train of logic. If the idea feels like it’s seen its time come and go, I’ll 
change topic” is how he responded. This response followed the pattern exhibited by 
Charles during the data collection; he often prepared a thoughtful and wry approach that 
was geared at entertaining an audience. This made me think of Charles as a well-honed 
magician, secretly crafting tricks that would keep his viewers enveloped in wonder.  
Three of the journal prompts allowed me to ascertain aspects of self-awareness 
from the ways in which the musicians were improvising and interacting with one another. 
Each musician had a different perspective on self-awareness. Max was very interested in 





and viewed it as a negative skill because he felt it disrupted his creative process. Miles 
was applying self-awareness through the lens of shaping his melodic musical phrases and 
Charles was keenly focused on the ways that his self-awareness might influence how he 
was perceived by others.  
Interview Session 
The theme of self-awareness overlapped with the other themes that were 
developed from the data. It was evident that the participants’ self-awareness occurred 
while practicing empathy, engaging in self-doubt, seeking transcendence, and building on 
prior knowledge. Thus, self-awareness was developed as a sort of meta-theme to which 
all of the additional themes were tied. This connection of the themes was most apparent 
during the interview session phase of the data collection.  
Empathy. Self-awareness and empathy were two themes that I developed from 
the data, which overlapped during the interview session. The participants exhibited a self-
awareness of their own sense of empathy and were even consciously attempting to 
practice empathy during their interactions with the other musicians in the jazz combo. 
Miles described this in the following way, “But, you do want that supportive, kind of, 
[person who says] ‘I’m here with you and I’m making it happen with you.’ You know, 
and also, when you’re having a conversation, having a real conversation with someone, 
like a friend, and they really listen to you, and they know, totally, and not only that, but 
this,’ and then you go, ‘Yeah.’ And then, you feel like you’ve been heard.” During the 
rehearsal sessions, I observed Miles continually reacting in ways that supported his 





such as, “yeah, man!” and “oh, yeah,” as well as nod his head, make eye contact and 
smile, and show satisfied facial expressions in support of his fellow musicians. When I 
asked him about this during the interview session, he replied that he loved adding 
commentary during a performance because it helped him “develop a strong connection 
and understand the others better.” 
Bill also demonstrated a connection between his self-awareness and empathy. He 
was aware of his inner drive to connect with his fellow players and enjoyed the process of 
understanding their musical perspectives. He said,  
I mean, to me, the fun about being a musician is being able to negotiate with 
different people. Part of the joy of being a musician, like other aspects of life, is 
being able to negotiate and experience things with those people for that moment. 
It’s like an exercise in empathy. 
He also likened his experience of playing in jazz combo to a “constant negotiation” in 
which he tried to have his musical ideas be heard, while at the same time respecting and 
“honoring the gifts” that were presented from his bandmates.  
Self-Doubt and Prior Knowledge. The participants expressed a self-awareness 
of their self-doubt, which was most often related to their past experiences. Charles was a 
primary contributor to this phenomenon. He described many connections to past 
experiences in his personal life and in musical experiences in which he was keenly self-
aware of his own self-doubt. This quote illustrates his self-awareness, “…that affects my 
self-worth, if I screw up a form then, I’m going to feel really bad about myself and I’m 





feels when performing. He discussed many jazz tunes through the lens of a bass player, in 
which he approached the music from the foundational harmonic structures, often 
describing the songs in chord changes. He was quite self-aware of his predilection to 
interchange harmonies from different tunes. He described this often happening when he 
performed either “Stablemates” or “Moment’s Notice,” because as he said, “one is a half-
step away from the original key and one’s a half-step above, so, in the case of ‘Moment’s 
Notice’ you’re in Eb, and then you do E, A, and then go up to F, Bb, to go to A, Eb. 
‘Stablemates’ is the opposite. I often totally screw those up.” He proposed a remedy, 
which was to discuss the tunes briefly before performing them, otherwise, he might tend 
to experience the self-doubt to which he was prone.  
Miles was also aware of his self-doubt, particularly when he described “feeling 
uncomfortable when I play in a jam session.” He regularly associated the music-making 
experience with language and human interactions outside of music. He was not fond of 
the negative competition that often occurs during a jam session. In one instance, he 
compared it to conversation, “But there’s so many times you’re talking with somebody 
about something [that] really means a lot to you, and you can tell by the look in their eyes 
that they’re just waiting for you to stop talking, so that they can have their turn to talk. 
And that’s a jam session.” Additionally, Miles expressed discomfort with participating in 
the data collection in general, because in many ways, it was forcing him to bring his self-
doubt into the forefront of his mind. As he reviewed the results of his online SEI 
assessment, he pointed out how he “felt like a cartoon character” because the results 





ex-wife used to say to me constantly.” He did not like how this made him feel vulnerable 
by fostering his self-doubt.  
Similarly, Miles also defined his self-doubt as “eating away” at him. His SEI 
evaluation revealed that he was often predictable, akin to what Art Farmer accused him 
of being. Miles had a difficult time of shedding thoughts of being predictable during the 
first performance session and reflected on this during the interview. He found that “it was 
an actual conscious thought that kept coming back to [him] during the performance. 
‘Don’t be predictable. Don’t be predictable.’” The direct relationship of a past experience 
related to Miles’ self-doubt and his experience performing with the combo during the 
data collection was something that was all too real for him. He was incredibly self-aware 
of how that was affecting his adeptness at performing. 
Bill was well aware of his self-doubt as it related to his personal interactions. He 
admitted to experiencing numerous conversations in which the other parties condemned 
him for not listening well, citing that he would often interject his words before letting 
them finish their sentences. He countered that it was not that he “wasn’t listening, but that 
[he was] afraid that [he] would forget what [he] wanted to say.” This self-doubt carried 
over into his musical interactions, as well. Having been accused of not listening, which as 
he said, “is a hugely important skill related to musical engagement,” Bill was acutely 
aware of the disastrous effects that this might have in playing music. Therefore, he said 
that he tried “to make every effort to focus on this while playing. I’ve very aware of how 
this creates doubt in my musical engagement.” Due to this self-doubt, Bill exhibited a 





wanted to avoid.  
Max also tied his self-doubt to past experiences. He reminisced on an experience 
from early in his career that had a profound impact on his personal growth. He was 
playing drums at the Storyville jazz club in New Orleans, Louisiana with Teddy Riley’s 
band. He described the first three months as “hell” because Riley would “stop playing his 
trumpet solos and turn around and chew my ass, in front of a packed house, you know, 
three busloads of people in there, because I was playing something wrong.” He was 
incredibly frustrated because this was a constant chiding. Max was going to leave the 
band, but Walter Payton, the bass player in the group, pulled him aside and said, “Max, 
he just wants you to get the style correct. He used to play the drums before he played 
trumpet.” That awareness helped Max become more receptive to feedback and he stayed 
with the band, but the shame continued to influence his self-doubt throughout his career.  
Transcendence. The theme of transcendence that was developed from the data 
was also closely related to self-awareness, in that the participants strove to achieve a state 
of transcendence in their playing. They used many terms to describe this state, including 
awareness, flow state, otherworldliness, time standing still, self-growth, and attunement. 
During the interview session, Miles connected this idea of transcendence to interpersonal 
interactions. He depicted imaginary dialogue and compared it to comping on the piano: 
You know when two people are in a conversation and time just seems to stand 
still? Like, you’re so connected that every word you say is inexplicably 
intertwined and has weight and, like, special meaning. That’s comping. I mean, 





but I like when they add just the right supporting gesture or perfect word to 
complement whatever I’m saying. That’s exactly what you want in a good 
conversation and great comping—the opportunity to get transported to that place 
where time stands still.  
Max described this transcendence as “being in flow” as something that made him very 
emotional and often cry while performing. “When we achieve that natural flow in the 
music where everything is just working right, it’s very powerful.” He likened it to 
spirituality and said, “I often feel connected to others on an otherworldly level when I 
play. I actually am aware that I try to push for that, um, you know, state of being, I 
guess.” He revealed that many times he “had tears streaming down [his] face because 
things were so good.” Max also described it as “escapist” because “being in the flow 
takes you away from reality.” In reality, Max and the other participants were fairly 
consistently self-aware that they were working towards achieving transcendent states 
while making music together.  
Focus Group 
In the focus group phase of data collection, the theme of self-awareness was 
developed as the musicians reflected on their experiences and interactions during the two 
performance sessions of the day. The participants expressed their self-awareness in a 
variety of ways during the focus group. Referring to their experiences during the 
performance sessions, the participants agreed that their self-awareness was inspired by 
other phenomenon, including the non-verbal influence of the other players and their own 





which was one of Kossak’s (2007) levels of attunement, was a way that he expressed 
self-awareness.  
Non-verbal Influences. Three of the participants said that their self-awareness 
was inspired by the non-verbal communication that occurred among the members of the 
jazz combo. Max voiced that he enjoyed interacting with Charles on the tune “C.T.A..” 
He felt that it created a good sense of communication between the two of them and said 
that he “became more aware of how I was repeating back rhythmic ideas on the drums 
that I heard him play on his bass” by watching Charles’ facial expressions. During the 
moments that Max referred to, Charles emoted with numerous head nods accompanied by 
smiles and moved his lips into the “ooh” position with a furrowed brow, both of which 
seemed to indicate his joy and pleasure at Max’s musical reactions.  
Bill felt that his peers engaged in a lot of risk-taking during the second 
performance session. During the focus group, he described this as “something that made 
[him] more aware of wanting to take similar risks himself.” It was incredibly interesting 
to watch the musicians interact with one another, particularly when they described their 
risk-taking in the second performance session. They defined risk-taking in musical terms, 
in which they either played melodic ideas that veered away from the harmonic structure 
through the use of chord substitutions and extended harmonies or purposely veered their 
music out of time compared to the rest of the group. Both situations were inspiring to 
listen to and made the musicians react non-verbally. The first to take risk with the time 
was Max. When he began playing with the time, Charles responded by keeping his time 





closer to Charles. The experience created such interesting tension in the overall ensemble 
sound, but it seemed to actually release tension between the players. They described the 
experience as “being much more engaged” and “[having] more focus.” Subsequent 
appearances of risk-taking then happened in the minutes following Max’s first instance. 
These were melodic/harmonic risks, performed by Bill and Miles. During all additional 
occurrences of risk-taking, all of the musicians focused their attention on the player 
taking the risk and responded with increased musical intensity (through volume, 
articulation, harmonic density, and/or more poignant physical energy from the bassist and 
drummer). 
Miles admitted that he was very aware that risk-taking was not his strong suit. 
Even though my observations of him in the rehearsal sessions seemed to indicate that he 
was taking risks through how he maneuvered the harmonic language of the chord 
changes, he did not feel that he was taking risks. He even proclaimed that he was quite 
uncomfortable with the idea and that these feelings stemmed from his teacher who “told 
[him] that [he] did not take enough chances.” Miles also confessed that watching his 
colleagues take risks in their playing made him acutely aware of his own lack of comfort 
with the skill. He divulged, “One of my tendencies is to do things carefully, as opposed to 
risk-taking.” When he observed the exciting risk-taking that was happening among his 
fellow musicians, he “found [himself] being much more critical in the moment. Like, the 
little judge sitting on your shoulder saying, ‘God, you’re not taking enough chances’ and 
then I get more self-conscious.” He also acknowledged that this emotional self-doubt 





Personal Growth. Miles and Bill found that their self-awareness during the 
rehearsal sessions was related to their personal and musical growth. Miles first 
commented on this when he began analyzing his musical phrases while he was playing. 
He said, “everything felt organic, the way it developed. I realized that I was playing 
episodically. You know, like in little episodes. They reminded me of snapshots from my 
life.” He went on to say that he had “actual conscious thoughts that kept coming back,” 
that made him focus on how his own playing evolved throughout the rehearsal session. 
He often spoke about the comments made by the other participants during the interview 
session and how he applied that feedback into his practice. For example, he stated how he 
“was trying like hell not to play ‘Surrey with the Fringe on Top’ after you mentioned it to 
me,” as I had mentioned that I heard him quote that melody while he was improvising 
during the first rehearsal session.  
Bill made a connection to self-awareness through his own personal growth. He 
made a point to discern the differences between practicing and performing. He called 
practicing “the evaluative period. The taking things apart. The thinking things over on a 
really deep level, so it becomes intuitive.” Doing that work, he said, allowed him to “just 
play” when it was time to perform. He went further and disclosed that he had difficulties 
maintaining focus and that the practice time allowed him to focus more when he was 
performing. So, for Bill, his self-awareness of his past was important for him to be able to 
be more aware in the present. 
During the focus group session, the participants reflected on their own self-





our discussions indicated that external influences had a strong impact on the self-
awareness of the musicians. Two primary means of connection were influential factors in 
the participants’ self-awareness experience: their own personal growth and the non-verbal 
communication amongst the players while improvising.  
One of the most prominent themes that was developed from the data was the 
concept of self-awareness. The theme of self-awareness represented an over-arching 
theme, that encompassed connections to each of the other themes. Self-awareness was 
present in all phases of data collection, through the participants’ direct statements and 
through formal observations. The participants engaged with self-awareness during both 
rehearsals, the interview, focus group, and journaling session. Strong connections to 
empathy, self-doubt, transcendence, and building on prior knowledge were apparent and 
were corroborated through multiple data sources.  
In this chapter, I have presented the results from the SEI reports and the 
adjudicators’ evaluations of the participants’ performances. Additionally, I presented the 
findings from the five phases of data collection, which have been categorized by theme. 
The five themes developed from the data were “Empathy,” “Self-Doubt,” 
“Transcendence,” “Prior Knowledge,” and “Self-Awareness.” Self-Awareness served as 
a meta-theme to which the other four themes were connected. In the next chapter, I 
answer the research questions, interpret the data, discuss the relevance of the findings, 






Chapter 5: Evaluation 
This chapter includes a brief review of the research problem, research questions, 
and methodology, as well as a discussion of the major findings as related to the literature 
on emotional intelligence, self-assessment, flow, jazz improvisation achievement and 
assessment, and communication in music performance. Also included is a discussion of 
the implications of this study for the field of music education. The chapter concludes with 
recommendations for future research and a brief summary. 
Restatement of the Problem, Research Questions, and Methodology 
The theoretical concepts of emotional intelligence (EI) may provide a helpful 
framework to better understand jazz improvisation, during which musicians incorporate 
expressive, technical, and social elements into performance while spontaneously creating 
solos (Watson, 2008). Palmer (2016) described expression and creativity as two skills 
that one must develop to become proficient in jazz improvisation. Because expression 
and creativity involve an individual’s emotions (White, 2010), they may require jazz 
musicians to utilize different capacities than other improvisational skills. Both expression 
and creativity may require the ability to accurately self-assess but self-assessment is not 
intentionally taught in the music classroom (Kaschub, 2002). The purpose of this 
instrumental case study was to be able to define and describe ways in which professional 
musicians self-assess their own jazz improvisations in a jazz combo setting.  
This chapter contains a discussion and analysis of findings to help answer the 





1. In what ways do professional jazz musicians utilize self-assessment while 
improvising in a jazz combo setting? 
2. In what ways does interpersonal communication influence an individual’s 
self-assessment practice while improvising in a jazz combo setting? 
The Instrumental Case 
Four experienced jazz musicians were invited to participate in this instrumental 
case study. The musicians performed together regularly and had already developed deep 
social and musical connections with one another prior to the study. They were selected 
specifically because of this history, which I hoped would help them to feel comfortable 
and at ease with one another during the data collection. The musicians played drums, 
bass, piano, and flugelhorn (one player on each instrument). Miles was the flugelhorn 
player and the leader of the group. He was the person who recommended the other 
musicians and helped to coordinate their participation. Bill was the pianist in the group. 
He had a long history of being a music director on cruise ships and travelled the world 
while employed in that position. Charles was the bass player in the group. He had a wide 
range of experience performing reggae, Afro-Cuban music, Brazilian forró, Senegalese 
mbalax, and Indian kathak dance music. The drummer in the combo was Max. His early 
career as a musician was as a United States marine, followed by a long-running 
engagement with the Ramsey Lewis band. For the purposes of this research, advanced 
players were selected because of their abilities to achieve “automatic processing [and] the 
flow state,” “to go beyond cognitive limitations,” and because of their “hyperconnectivity 





(2005) posited, meaningful instructional design for novices is informed by understanding 
the thought processes of experts.  
I chose to research the jazz combo as the case in this study because it functioned 
as an authentic method of interaction for the participants to gain insights into their self-
assessment strategies. For this case, the boundaries were limited to the thought processes 
and feelings of the individual musicians and the communication between the participants, 
as well the historical, psychological, and interpersonal experiences that helped shape the 
participants’ individual perspectives. 
I answered the research questions through analyzing data collected during five 
phases. Phase one consisted of observing the participants in the first of two jazz combo 
rehearsal sessions. In phase two, I conducted a group interview. The third phase involved 
observing a second rehearsal. The participants were asked to reflect on the performance 
process via a journaling session in phase four. Finally, a focus group was conducted in 
the fifth phase, during which the participants engaged in discussion and adjudicated their 
own performances, while watching video footage from phases one and three.  
After completing a thorough analysis, I identified five themes from the data, (1) 
empathy, (2) self-doubt, (3) transcendence, (4) prior knowledge, and (5) self-awareness. 
The developed themes allowed me to frame the answers to the research questions with 
multi-faceted depth and insight.  
Self-Assessment in the Jazz Combo 
The participants in this study utilized self-assessment in ways that they perceived 





knowledge and self-awareness. It also was clear that through self-assessment, the 
musicians fostered a lot of self-doubt, which affected their craft. Additionally, while there 
were many incidents of self-assessment that occurred throughout the data collection, the 
participants were actively trying not to think about self-assessment while improvising. 
For these musicians, the act of thinking about their playing while improvising was a 
deterrent from actually being able to improvise in the ways that they wanted. Thus, there 
was a constant conundrum during data collection—I was trying to study the ways that the 
musicians self-assessed at the same time as they were attempting not to self-assess, in 
order to achieve their improvisational goals. Due to this challenge, the most relevant 
information from all phases of data collection was developed retroactively, while the 
musicians were reflecting on their practice.  
The musicians reflected on their practice during the interview session, the focus 
group, and the journaling session. It was during our discussions when the methods of 
self-assessment began to emerge. Even though all of the participants agreed that active 
self-assessment impeded their creativity, self-assessment was still occurring, sometimes 
in ways that they were not intending. The musicians needed to have a fluid ease of 
technical ability while playing their instrument, a dense knowledge of jazz music theory 
and musical components, such as melody, harmony, form, and rhythm, and a keen 
understanding of their own emotions in order to allow the depth of self-assessment to 
happen. However, it was not until the reflective practices of the interview, journaling, and 
focus group, that the participants even realized the ways in which they were self-





influenced the participants self-assessed is detailed in the next few sections. Themes two 
(Self-Doubt), four (Prior Knowledge), and five (Self-Awareness) helped to answer the 
first research question. 
Prior Knowledge 
The theme of prior knowledge that was developed from the data was directly 
connected to the participants’ self-assessment. The musicians utilized self-assessment 
from within the confines of their world perspectives, which were shaped by their past 
experiences. Further, the musicians’ past experiences influenced their prior knowledge. 
The skill of self-assessment was implicitly derived from the prior knowledge of the 
participants in this study. Thus, the members of the jazz combo utilized self-assessment 
within the context of their prior knowledge.  
The musicians’ prior knowledge revealed connections with powerful moments 
from their pasts. These past connections influenced the real-time self-assessment during 
the data collection. For one participant, Bill, this self-assessment manifested itself in his 
approach to chord voicings on the piano. Bill admitted to using his prior knowledge to 
assess his chord voicings in the moment. He was particularly interested in the ways that 
he could reharmonize his voicings, in order to create smooth melodic movement that 
might complement what the other musicians were playing. For another participant, 
Charles, he utilized self-assessment by integrating his prior knowledge of performing 
with other musicians to influence what notes to play in a given chord. 
Both Bill and Charles found that much of their self-assessment while improvising 





negative emotions associated with being perturbed or annoyed by another musician 
resonated deeply with Bill and Charles and had an impact on the choices they made when 
self-assessing while improvising. Charles experienced even deeper emotions when 
describing how his past traumas affected his musicianship and self-assessment. As a 
child, Charles experienced being the victim of bullying and teasing. He also indicated 
that he was still integrating emotional trauma from his relationship with his parents. As a 
result, Charles made efforts to overcompensate for these feelings of negative self-worth 
and this influenced his self-assessment during music-making that occurred during data 
collection. Charles used improvisation as a creative outlet to help process the resentment 
that he harbored from these childhood traumas. As such, he would self-assess in ways to 
try to prove himself and be accepted among his peers and, presumably, to an audience of 
listeners. Charles and Bill allowed their negative past experiences and feelings of 
annoyance to affect the ways in which they self-assessed while improvising.  
Evaluative Monitoring  
Norgaard (2008) described multiple strategies that jazz musicians used while 
improvising, including evaluative monitoring. He described evaluative monitoring as a 
skill that a musician might use when “monitoring and evaluating their own playing as 
they perform and using that information in subsequent decision making” (p. vii). During 
the data collection, Miles, Charles, and Max all used evaluative monitoring as part of 
their self-assessment process while improvising. This strategy was one of the most 
prominent techniques that was used by the participants throughout both rehearsal 





improvisations in the form of melodic and rhythmic development.  
Analysis of the Rehearsals 
There were a number of observations that I made during the two rehearsals 
sessions, which provided insight into the ways that I perceived evaluative monitoring 
being reflected in the musicians’ playing. While improvising, the participants used 
different types of melodic devices to develop their solos. The first was the use of 
antecedent-consequent, or when the player divides a musical phrase into two parts and 
performs the first part ends on a “question,” or a harmony other than the tonic chord. The 
second part of the phrase then resolves on the tonic chord and gives the sense of an 
“answer.” The use of question and answer phrasing permeated the improvised solos of 
the musicians. A second melodic device that was used was inversion, in which the 
performer played a melodic idea, then played the same set of melodic intervals upside 
down. Both Bill and Miles performed many incidents of inversion during their 
improvised solos. Transposition was a third melodic device that was quite prevalent. In 
order to implement transposition, the performers would play a short melodic idea, then 
perform it again starting on a different note. Transposition was also developed by the 
musicians in a more complex fashion, when they would execute a melodic sequence. In 
the sequence, a melodic fragment is repeated multiple times, each time beginning on a 
higher or lower starting note. Miles, Charles, and Bill employed the use of the sequence 
many times during their improvised solos. Miles would regularly integrate the use of 
embellishment into his solos. This fifth type of melodic device can take on many forms, 





trills, scoops, falls, and articulation changes. Charles did use embellishment, usually by 
sliding on the bass strings and creating a glissando effect, but it was Miles who 
implemented varying types of embellishment quite often. All of these melodic devices 
were used in the context of what the musicians played previously, thus, they were 
utilizing evaluative monitoring to inform their self-assessment of the shape, contour, and 
style of their melodic phrases. 
Rhythmic development was also used by the participants during their solos. The 
drummer, Max, used various types of rhythmic development more than the others, but all 
of the musicians integrated specific rhythmic techniques into their solos. The most 
common rhythmic device used was metric borrowing, or the addition of rhythms that do 
not naturally fit within the regular subdivision of a beat within a given meter. The use of 
triplets and duplets were examples of metric borrowing. All of the musicians employed 
the use of metric borrowing quite often during their solos. The hemiola was also added 
frequently. In this case, Charles, Miles, or Bill would employ the hemiola, or a type of 
metric shift in which three sets of two beats are grouped together, while performing over 
a steady groove played by Max. Rhythmic augmentation and diminution were also 
integrated effectively by the musicians, particularly by Charles and Bill. In these cases, 
the relationship between rhythms would remain intact, while the rhythm itself would 
either be doubled (diminution) or halved (augmentation). This created the aural effect of 
rhythmic growth from one idea to the next. Each of these rhythmic devices happened as a 
reaction to something that the soloists played previously, and as such, was a form of 





Other Musical Structures  
The musicians’ self-assessment was also heavily influenced by musical structures 
such as form and harmony. Their prior knowledge of musical forms and harmonic 
function helped to shape the ways in which they would improvise. The discussions of 
form and harmony were very thorough, and they were topics that we revisited regularly 
throughout the data collection. During the data collection, all of the musicians utilized 
musical structures to inform their self-assessment, however, Charles and Bill adopted this 
technique more frequently than the other participants.  
Form and harmony were two musical structures that shaped the ways in which the 
participants self-assessed during the data collection. While each of these are separate 
musical structures, they function interdependently: form follows function and function 
outlines form. In other words, the harmony helps to dictate the musical form and the form 
also helps to structure the harmony. Charles and Bill considered both elements quite often 
while they were performing. Form and harmony were the primary factors that these two 
participants considered when creating spontaneous solos. Charles would implement 
standardized patterns at “turnarounds” or a series of chords in the harmonic form that 
resolve to the tonic chord. Charles employed his prior knowledge to play these 
turnarounds and often played the same pattern. These patterns acted as signals to the 
other players and were used to keep everyone at the same place in the form. Charles 
would self-assess where he was in the form and incorporate these typical patterns to 
indicate what would happen next.  





harmony and created smooth voice-leading, as he moved from one chord to the next. 
When Bill would get to the turnaround, he would often increase the rate of harmonic 
rhythm (how quickly the chords changed) and incorporate chromatic passing chords and 
substitution chords. Most of his substitution chords were “tritone substitutions,” in which 
the chord root was three whole-steps away from the written chord, although he also 
employed “mediant substitutions,” which substituted a chord the interval of a third away 
from the written chord. These substitutions and chromatic passing chords helped create a 
more intense energy as the group came to the turnarounds in the form. Bill used the 
harmony and musical form to help influence his self-assessment while he was 
improvising.  
The musical structures of form and harmony were utilized regularly by the 
participants as a way to help influence their self-assessment while improvising. One 
factor that the musicians considered to be a deterrent to their creative improvisation was 
when they thought too much about self-assessment while playing. Contrarily, having 
structure, such as the form and the harmony in the music, gave the players a sense of 
direction. This is one type of constraint that Palmer (2013) mentioned as a way to frame 
the act of improvisation. This constraint allowed the musicians to be able to play without 
consciously thinking too much about their self-assessment.  
Summary of the Theme of Prior Knowledge 
The theme of prior knowledge was represented by a connection to past personal 
and musical experiences. The participants utilized their prior knowledge to influence the 





musicians actively tried not to think about self-assessing while playing. Much of what the 
musicians revealed was learned retroactively, during our discussions that occurred after 
the performance sessions. The musicians incorporated many factors that influenced their 
self-assessment. Those related to the theme of prior knowledge were (1) connections to 
powerful moments in their past, (2) negative experiences with other musicians, (3) 
personal emotional and/or psychological trauma, (4) evaluative monitoring, and (5) the 
use of musical structures, such as form and harmony. Each of these factors influenced the 
ways in which the jazz musicians self-assessed their playing while improvising in the 
jazz combo.  
Self-Doubt 
Self-doubt was a prevalent feeling among the participants and was characterized 
by a lack of confidence in oneself and one’s abilities. Self-doubt served as a theme that 
was contrary to the theme of empathy, which I discuss in a later section. Interestingly, 
when the participants practiced empathy, they used it as a way to counter their own self-
doubt. Self-doubt did not impede the musicians’ self-assessment; rather, it was a theme 
that offered a more well-rounded picture of how the musicians practiced self-assessment. 
I viewed this dualist concept as the yin to the yang; the dark to the light; the positive and 
the negative. Self-doubt was complementary, interconnected, and interdependent to the 
themes of empathy and also, transcendence.  
The participants found that being self-critical constituted a portion of their self-
assessment while improvising. The act of being self-critical was rooted in fear. Much of 





transferred over into their music-making. Bill found that his fear was connected to 
listening and how he found this a difficult task. He made a conscious effort to focus on 
listening to others during music-making as a way to combat a lack of musical connection 
with his peers due to a lack of listening. Charles connected his self-doubt to feelings of 
being belittled by his parents as a child. He did not like feeling inferior or diminished and 
would therefore work to connect with his fellow musicians, in order to feel on equal par 
with them. Bill and Charles were particularly vocal about their self-doubt and admitted 
that it was the reason that much of their self-assessment was negative. However, it 
created some rewarding outcomes in their playing, as they worked to overcome the 
adversity that they had experienced in their past. This influenced their self-assessment in 
ways that would produce rewarding outcomes in the musical performance, even if it 
created negative feelings inside of them.  
Many of the participants admitted a fear of risk-taking in their playing. Miles felt 
as if he often “played to a mold” and fit his melodic phrases within the same shape. Bill 
expressed that he had been told many times that his improvised solos seemed to follow a 
specific arc, as well. Both of these players tended to play in this fashion because they 
were afraid of taking risks and trying something different. Even though they had felt this 
prior to our discussions, it was not until our discussions that they admitted these feelings 
out loud. They realized that this fear of risk-taking was creating self-doubt in their 
playing. Giving voice to these feelings provided the impetus for them to approach the 
assessment of their playing differently during the second rehearsal session. This fear of 





even within the timeframe of the data collection sessions.  
Summary of the Theme of Self-Doubt 
The participants articulated that their self-doubt often led to them being unable to 
connect with one another emotionally. This framed parts of their self-assessment within 
an internal void and caused them to put up emotional walls so that they had difficulty 
connecting and at the same time, kept those feelings inside. However, these feelings were 
often fleeting and became the reason that they reached out to one another. The 
participants’ self-doubt actually became the impetus to break from their internal fears and 
connect with each other. Through experiencing self-doubt, the musicians were motivated 
to connect. Through connecting with one another emotionally, they were able to release 
their self-doubt and transcend, which I clarify when I discuss the theme of transcendence. 
The yin and the yang.  
Self-Awareness 
Self-awareness was one of the most prolific themes that could be developed from 
the data. The participants exhibited a sense of self-awareness in relation to each of the 
other four themes. I found self-awareness to be a meta-theme in the data and it was one 
that tied each of the other themes together. Interestingly, but not surprisingly, self-
awareness is one of the five major components of the EI framework and being able to 
accurately self-assess is one of the factors that leads to a deeper and more rich sense of 
self-awareness (Goleman, 2000).  
Sketch planning was one of Norgaard’s (2008) identified improvisational 





performing a musical passage. Miles and Charles divulged that they utilized sketch 
planning as part of their self-assessment strategy while improvising during the rehearsal 
phases of the data collection. Neither of them knew that this strategy had a name until I 
conducted the interview session, although they admitted that they had employed this 
strategy in the past and did so again during the data collection rehearsal. These two 
participants demonstrated the use of sketch planning through two different means—
Charles implemented previous ideas which he had studied outside of the rehearsal and 
Miles quoted previous ideas that happened during the rehearsal. Both applications of this 
strategy involved a keen sense of self-awareness in order to be effectively employed. 
Self-awareness was perceived to be a negative skill that detracted from creativity 
by both Bill and Charles. As I mentioned when I discussed the themes of self-doubt and 
prior knowledge, these two musicians actively tried not to be self-aware while they were 
playing. Again, this was to allow an outpouring of creativity, which Bill said would be 
hampered if he was too aware of what he was playing. Max agreed with this, also. The 
participants were not bothered by reflectively discussing their performance, thereby 
“becoming” self-aware after the fact. However, they did not want to be self-aware in the 
moments of improvising and would rather keep the awareness on a subconscious level of 
thinking. The paradox here is that even if they were not consciously aware of their 
thinking processes while improvising, they were still engaged in consistent self-





Summary of the Theme of Self-Awareness 
The theme of self-awareness connected to each of the other themes that were 
developed from the data. The participants expressed a self-awareness of how their self-
doubt and prior knowledge impacted their methods of self-assessment. The musicians 
also admitted that their past experiences influenced their prior knowledge and that their 
past experiences had a major impact on why they experienced self-doubt. Max 
experienced this as shame. Charles used this emotion as a catalyst to become more self-
aware. Bill was hyper-sensitive to the ways in which he interacted with other musicians, 
in order to make sure that he listened to them and was also able to have his voice be 
heard. Miles experienced these connections to past experiences as being vulnerable. Each 
of the musicians discovered different ways in which these connections manifested 
themselves within their own psyches, but the connections were clear, nonetheless—their 
self-awareness was a key factor in understanding the relevance of their self-doubt and 
prior knowledge on the ways that they self-assessed while improvising.  
Through the theme of self-awareness, I found interesting insight into the ways 
that all of the themes were connected to one another. As it related to the first research 
question, self-awareness was heavily intertwined with self-doubt and prior knowledge. 
The use of sketch planning was a strategy that was clearly utilized by the participants to 
self-assess. Additionally, and perhaps most importantly, the participants actively tried not 
to be consciously self-aware while they were improvising, because they felt that it 
hampered their creativity. Ironically, while they were working to not be consciously self-





utilized that information as part of their self-assessment process.  
Summary of Self-Assessment Strategies 
My first research question was crafted so that I could seek out ways that 
professional jazz musicians utilized self-assessment while improvising in a jazz combo 
setting. The participants demonstrated three themes into which their various strategies 
could be defined—through integrating prior knowledge, motivating themselves to work 
against self-doubt, and a keen sense of self-awareness. The participants employed prior 
knowledge by making connections to powerful moments in their past, remembering 
negative experiences with other musicians, revisiting emotional and/or psychological 
trauma, through evaluative monitoring, and with the use of musical structures, such as 
form and harmony.  
Self-doubt permeated much of the participants’ thought processes. It influenced 
their self-assessment through a fear of risk-taking and being perceived as ordinary or 
predictable. Self-doubt also led to the participants assessing themselves as feeling closed 
off from the other musicians and unable to connect emotionally.  
Self-awareness was manifested through the use of sketch planning as an 
improvisational strategy. It also was a thought process that the participants wanted to 
avoid because they felt that it would impede their creativity. Despite the conscious act of 
trying to avoid self-awareness while improvising, the musicians subconsciously utilized 
their self-awareness as a way to connect with one another. Each of the musicians 
expressed that one of their main goals while improvising was to achieve transcendence 





and attempts to avoid being consciously self-aware actually became catalysts for the 
participants. They became a struggle to work through. They became a hardship that the 
performers needed to overcome as a way to achieve the goal of transcendence in their 
performance, as I discuss in the next section. 
Interpersonal Communication 
One of my goals for this study was to better understand how interpersonal 
communication among the members of a jazz combo might influence the ways in which 
they individually utilized self-assessment while improvising. The participants in this 
study engaged in a variety of methods for communication. Some were verbal, but the 
most evocative modes of communication were non-verbal. The non-verbal 
communication between the musicians included eye contact, body language, facial 
expressions, musical communication, and transcendent spiritual connection. Through 
studying the data and discussing these types of non-verbal communication with the 
participants, I was able to develop two themes that exemplified the power and gravitas 
that this communication had for the musicians. Themes one (empathy), three 
(transcendence), and five (self-awareness) aided in answering research question two. The 
themes of empathy and transcendence bore major providence on this study as a whole. 
Along with the theme of self-awareness, empathy and transcendence presented 
opportunities to understand self-assessment on a profound level.  
The participants offered explanations of their communication methods and self-
assessment during the interview, focus group, and journaling sessions. This was a time 





non-verbal communication. It was during the two rehearsal sessions that the powerful 
non-verbal communication occurred. Two poignant examples of the intensity of their 
non-verbal communication happened when the musicians achieved what Seddon (2005) 
called empathetic attunement, as evidenced by the occurrence of spontaneous musical 
utterances (Seddon, 2005). In the next few sections, I explain the ways that the 
participants’ communication methods related to the themes of empathy, transcendence, 
and self-awareness.  
Empathy 
Miles, the coordinator of the jazz combo, continually led the group in ways that 
fostered empathy and connection between the players. This was demonstrated by his deep 
and focused listening, his supportive verbal and musical responses, and his desire to bring 
about a sense of connectedness within the group. The participants practiced empathy 
through their verbal comments to one another, which included supportive feedback and 
verbal utterances, such as “yeah,” “oh man,” and “mm-hmm.” The musicians often 
communicated the verbal utterances when another member of the group was improvising. 
The participants also practiced empathy through their non-verbal communication with 
one another. These displays of empathy became manifest through deep listening and 
achieving empathetic attunement, as well as through the use of Norgaard’s (2008) sketch 
planning and evaluative monitoring. Both deep listening and empathetic attunement 
included examples of non-verbal musical communication. 
The participants spoke often about how they created music together in the form of 





you’re listening to one another intently,” he said. The musicians did engage in deep and 
focused listening while they were improvising. They did so not only for the music’s sake, 
but for the sake of wanting to connect with one another on a more meaningful level. By 
this, the participants meant that they wanted to have an emotional understanding of one 
another. Through practicing empathy, the musicians felt that they could gain this deeper 
emotional understanding. Deep listening was an intense form of non-verbal 
communication utilized by the participants that also served as a form of self-assessment.  
Deep Listening 
The practice of deep listening to one another conveyed a sense of connectedness 
among the musicians that was palpable. Through deep listening and other forms of non-
verbal communication, such as the example of the musicians seemingly passing the 
music around with the ends of their instrument and/or a head nod, as if they were tossing 
a ball to another, they displayed their connectedness. It was sometimes quite playful and 
other times, more somber, but the emotional connection was present, nonetheless. More 
importantly, this emotional connection was a goal of the performers, not something that 
simply occurred by happenstance. They tried to achieve this by listening to one another 
deeply while performing. This type of interpersonal communication proved to be an 
important experience for the musicians, and it influenced the ways in which they utilized 
self-assessment while improvising.  
The participants stated that the connections that they forged while making music 
together helped to create a better emotional understanding of one another. Further, they 





music together. To quickly review, Csíkszentmihályi’s (1990) concept of the flow state 
refers to the mental state of operation in which a person performing an activity is fully 
immersed in a feeling of energized focus, full involvement, and enjoyment in the process 
of the activity. In order to enter the flow state, one must have focused concentration. 
According to the participants, this concentration was more manageable when they had 
established a sense of trust and emotional connection with one another. However, the 
flow state generally refers to a singular person. When you have a collective flow state 
among musicians, Seddon (2005) called this phenomenon empathetic attunement.  
Empathetic Attunement 
Empathetic attunement (Seddon, 2005) refers to the collective attunement of 
musicians. During empathetic attunement, musicians have the opportunity for 
“exploration, risk-taking, and concentration” (Seddon, 2005, p. 48) and often exhibit 
“spontaneous musical utterances” (p. 50), or musical phrases that came out of the 
instruments that the musicians had never practiced before. Seddon (2005) proposed that 
these spontaneous musical utterances were an example of the musicians communicating 
with deep levels of empathy and connection. There is evidence that this is exactly what 
occurred during this study. Perhaps most importantly, the musicians were actively trying 
to achieve this mental state—it was a goal of their performance. Therefore, empathetic 
attunement highly influenced the ways in which the musicians self-assessed while 
improvising. As I mentioned in Chapter 4, it is important to note that even though the 
musicians experienced empathetic attunement and sought to achieve it, they had never 





for how to describe it. They referred to it by diverse appellations, including “flowing,” 
“Zen state,” “uninhibited,” “good vibes,” and “spiritual.” I expand on this idea more fully 
when I discuss the theme of transcendence. 
One of the most poignant quotes from the data was from the pianist, Bill: 
What I love about improvisation is that it is not just about you. You are influenced 
and choose to play things based on your in the moment reactions with the other 
musicians as well as the overall vibe and feeling of the physical space you are 
performing in (Interview Session, February 2019). 
This quote was one of many that I used to develop the theme of empathy from the data. 
The musicians were often inspired by one another during their improvising. The use of 
Norgaard’s (2008) sketch planning and evaluative monitoring strategies by the musicians 
helped to build empathy amongst the members of the group. Both strategies influenced 
self-assessment during improvisation and helped the musicians to offer solos that were 
integrated with one another. The integration came in the form of quoting musical 
fragments from one another, extending another player’s solo ideas into one’s own 
melodic playing, and matching phrase shapes and/or rhythmic ideas.  
As I discussed earlier in this chapter, self-doubt was a prominent theme in the 
data, and it countered the theme of empathy. These two themes functioned as a sort of yin 
and yang, intertwined with and interdependent of one another. What became apparent 
was that the musicians felt a great deal of self-doubt that led to a lack of risk-taking, and 
the inability to perform what they truly wanted during some of their improvised solos. 





doubt with their empathy for one another. They used their desire to connect emotionally 
as a way to lead them through the tunnel of fear and doubt and emerge feeling stronger 
and more whole. The power of this cannot be overlooked: The musicians integrated self-
assessment practices, specifically to help them heal their self-doubt, with the intention of 
practicing empathy to connect with one another. To be honest, this was a finding that 
rattled me the most during the data analysis. I was quite elated with ideas of how this 
might be utilized in educational practice. This is something I discuss later in the chapter, 
as I offer ideas on what my findings could mean in the field of music education.  
Summary of the Theme of Empathy 
Through the theme of empathy, the interpersonal communication of the 
participants influenced their individual self-assessment. The practice of deep listening to 
one another helped the musicians to connect emotionally while playing. This built up 
trust between the members, which in turn, allowed them to achieve empathetic 
attunement. Additionally, the use of sketch planning and evaluative monitoring helped 
the participants perform solos that were more integrated with one another, by practicing 
empathy. This not only influenced self-assessment practice but was a motivating factor to 
self-assess in the first place.  
Transcendence 
Kossak’s (2007) levels of attunement included “understanding, support, deep 
listening, a willingness to hold and give space, the ability to tolerate chaotic or 
unpredictable states, and empathy” (p. ii). I discussed the role that understanding, deep 





participants were influenced by one another to self-assess. What also became apparent 
was that the levels of attunement played a role in helping the participants achieve a 
connected level of transcendence during their rehearsal sessions. In this section, I discuss 
the following topics: (a) the flow state; (b) emotional inflection in musical phrasing; (c) 
harmonic structures, rhythmic patterns, and musical forms; (d) non-verbal 
communication; (e) empathetic attunement and spontaneous musical utterances; and (f) 
the relationships among self-doubt, empathy, and transcendence. 
Flow State 
The flow states that were achieved by the participants during the rehearsal 
sessions were transcendent moments that allowed for great connection among the combo 
members. They were described as spiritual moments and they were the catalyst to bring 
about feelings of awe within Max. He enjoyed the flow state because of the great sense of 
connection with the other musicians that it provided him. In order to achieve the 
transcendent flow state, the musicians had to be completely synchronized with one 
another, engage in deep listening, and use the musical devices of form, harmony, and 
rhythm. Because the participants needed one another in order to achieve the flow state, 
their interpersonal communication skills needed an ardent sense of focus. This led to the 
musicians utilizing self-assessment in ways that would help them to achieve their goals.  
For Miles, another device that helped him to achieve the flow state, was to focus 
on the emotional inflection of his musical phrasing. When he did so, this helped him to 
concentrate and it allowed for more connection with his colleagues in the ensemble. Max 





communication among the group as a method to help understand the music and the other 
musicians more deeply. All of these approaches to improvising were reasons that the 
players would perform a certain way and their internal self-assessment was influenced by 
this desire. Interestingly, these various areas of mental/musical focus were used by the 
musicians as a vehicle to bring about strong emotional connections among the players, 
which in turn led to into an individual flow state, which in turn fostered the transcendent 
state. 
According to Seddon (2005), spontaneous musical utterances were an indication 
that musicians had entered a transcendent flow state that he called empathetic attunement. 
I observed what I thought were spontaneous musical utterances, or musical phrases that 
the musicians had never practiced before, which were then corroborated by the musicians 
during our discussions. In addition to spontaneous musical utterances, the musicians 
exhibited an increased rate of intensity of non-verbal communication. They also 
demonstrated an increased rate of verbal utterances while playing. Each of these signs of 
empathetic attunement usually occurred without the musicians realizing it in the moment. 
Once again, in order to achieve the transcendent flow state, the musicians had to be 
reliant on honest and focused self-assessment, as influenced by their desire for mutual 
connection.  
Perhaps the most profound pieces of data, though, were related to the theme of 
self-doubt. Despite experiencing self-doubt while improvising, the participants were able 
to overcome their self-doubt due to their desire to achieve a transcendent state. Releasing 





history of performing together, had built up trust with one another, had an emotional 
connection, and had like-minded focus. This balance between self-doubt and 
transcendence was a huge motivating factor for the participants to self-assess their 
playing and create a sense of unity. The power of this unity and the connections that it 
brought about among the musicians was incredibly valuable for me to observe. The 
moments of transcendence during the rehearsal sessions were my favorite moments of the 
data collection sessions.  
Summary of the Theme of Transcendence 
The theme of transcendence was developed because the musicians were so highly 
motivated to achieve an altered state of consciousness while they were performing. My 
interpretations of this data came out of experiencing some very profound moments of 
clarity, connection, and balance during the observations and the data analysis phases of 
my study. Individual self-assessment was influenced by the ways that the participants 
communicated with one another. Self-assessment was manifested through the flow state, 
various musical structures, empathetic attunement, and a releasing of self-doubt through 
trust and connectedness among the musicians.  
Self-Awareness 
As mentioned previously, self-awareness was an over-arching meta-theme, to 
which all of the other themes were connected. The interpersonal communication of the 
participants helped to shape their individual self-awareness, which in turn affected the 
ways that self-assessment occurred during improvisation. Interpersonal communication 





handled melodic and rhythmic devices, the ways in which they practiced empathy, and 
their ability to achieve a transcendent state. 
The participants’ self-awareness was not developed in a bubble. The musicians 
came to understand self-awareness as a concept that was influenced by their interactions 
with others. These interactions allowed the musicians to develop perceptions of one 
another that were constantly evolving. As one player would voice a chord, construct a 
phrase, or explore rhythmic variation, the other musicians would respond, adapt, and 
reflect upon it. This created a dynamic situation with their musical interactions. At times, 
I received feedback which demonstrated that the musicians were self-aware enough to 
adapt in order to make attempts to be perceived a certain way by the others. This was the 
case with Charles, the bassist, when he made attempts to create drama in the music by 
inserting unexpected musical ideas.  
When I previously discussed the theme of prior knowledge, I outlined the ways 
that the participants incorporated melodic and rhythmic musical devices as a means of 
evaluative monitoring. Similarly, the musicians used musical devices in ways that 
demonstrated evaluative monitoring, as it related to the theme of self-awareness. They 
used call and response techniques, motivic development, and rhythmic development in 
relation to each other’s playing. There were many times when Charles (the bassist) and 
Max (the drummer) would riff off one another and echo rhythms that they heard the other 
one play. Charles, Bill, and Miles would regularly hear a melodic fragment from one 
player, then further develop that melodic fragment in their own playing. If I may equate 





response techniques abounded, in which one musician would play a musical idea and 
another musician (or more than one musician) would echo that same idea. There was 
constant musical dialogue happening between the players and just as with dialogue, a 
very fluid and adaptable atmosphere was created. The participants were consistently 
evolving, changing, and redeveloping their ideas, based on what the other musicians were 
playing. This brought an adept sense of self-awareness to their playing, which led to 
consistently evolving self-assessment techniques.  
The participants exhibited a self-awareness of their own sense of empathy and 
were even consciously attempting to practice empathy during their interactions with the 
other musicians in the jazz combo. Bill found joy in the negotiation process that came 
with performing with other musicians. He enjoyed trying to better understand their 
musical perspectives. Miles connected the idea of transcendence to his interpersonal 
interactions. He would depict imaginary dialogue in his head and compare this dialogue 
to his musical interactions with his fellow musicians. Max expressed that he focused on 
some of Kossak’s (2007) ideas, particularly that of trying to hold and give space to other 
musicians. This concept was enlightening for him and it inspired him to interact with his 
bandmates in different ways, which altered the ways that he would integrate his self-
assessment strategies. These connections between self-awareness and the themes of 
empathy and transcendence were heightened through the interaction of the musicians.  
Summary of the Theme of Self-Awareness 
The interpersonal communication between the participants was used to develop 





connected to both empathy and transcendence, which were related to the second research 
question. Self-awareness influenced the ways in which the musicians utilized self-
assessment, which was affected by how the musicians were perceived by one another, the 
ways that they handled melodic and rhythmic devices, the ways in which they practiced 
empathy, and their ability to achieve the transcendent state. 
Understanding the ways that the interpersonal communication of the participants 
impacted their self-assessment strategies was an important goal of this research study. I 
was able to better understand these self-assessment strategies through three of the five 
themes that I developed from the data. Empathy, transcendence, and self-awareness all 
provided insights into these strategies. 
The participants practiced empathy through deep listening and empathetic 
attunement. Additionally, they used Norgaard’s (2008) strategies of sketch planning and 
evaluative monitoring. The participants achieved transcendence through the use of the 
flow state, various musical structures, empathetic attunement, and a releasing of self-
doubt through trust and connectedness among the musicians. Self-awareness was 
heightened for the participants by the ways in which the musicians were perceived by one 
another, the ways that they handled melodic and rhythmic devices, the ways in which 
they practiced empathy, and their ability to achieve the transcendent state. All of these 
connections influenced the self-assessment strategies of the participants.  
Summary of Answers to Research Questions 
In this section of the chapter, I presented a discussion and analysis of the findings 





ways in which professional jazz musicians self-assessed while they were improvising and 
the ways that interpersonal communication influenced their self-assessment. The 
participants utilized self-assessment through three themes—integrating prior knowledge, 
motivating themselves to work against self-doubt, and a keen sense of self-awareness. 
The interpersonal communication of the participants was represented by three themes, as 
well—practicing empathy, achieving transcendent states, and better understanding their 
self-awareness.  
Self-Assessment Strategies 
The participants employed prior knowledge by making connections to powerful 
moments in their past, remembering negative experiences with other musicians, revisiting 
emotional and/or psychological trauma, through evaluative monitoring, and with the use 
of musical structures, such as form and harmony. Self-doubt influenced self-assessment 
through a fear of risk-taking and being perceived as ordinary or predictable. Self-doubt 
also led to the participants assessing themselves as feeling closed off from the other 
musicians and unable to connect emotionally. Self-awareness was manifested through the 
use of sketch planning as an improvisational strategy. It also was a thought process that 
the participants wanted to avoid because they felt that it would impede their creativity.  
Interpersonal Communication Strategies 
The participants practiced empathy through deep listening and empathetic 
attunement and by using improvisational strategies of sketch planning and evaluative 
monitoring. The participants achieved transcendence through the use of the flow state, 





awareness was heightened for the participants by the ways in which the musicians were 
perceived by one another, the ways in which they handled melodic and rhythmic devices, 
the ways in which they practiced empathy, and their ability to achieve the transcendent 
state.  
Connections to the Literature 
The findings in this study largely aligned with and added further evidence that 
supports much of the related literature. In this section, I elaborate on the connections and 
detail them as they relate to the theory of emotional intelligence (EI) as a whole and to its 
constituent parts, as well as the relationships to self-assessment, Csíkszentmihályi’s 
(1990) concept of flow, jazz improvisation, and communication in the music rehearsal.  
 Mayer and Salovey (1997) defined emotional intelligence as "the ability to 
perceive emotions, to access and generate emotions so as to assist thought, to understand 
emotions and emotional knowledge, and to reflectively regulate emotions so as to 
promote emotional and intellectual growth” (p. 5). Using this definition, Goleman (2000) 
developed a theory of EI, in which the structure contained five component parts—self-
awareness, self-regulation, internal motivation, social skills, and empathy. In this study, 
there were findings directly related to some of these component parts. 
Self-Awareness 
Self-awareness was found to be a meta-theme in the data of this study, closely 
intertwined with each of the other four themes. As one of the five major components of 
Goleman’s (2000) EI theory, the findings related to self-awareness added to the existing 





preferences, resources, and intuitions, and being able to accurately self-assess. The ability 
to understand and recognize one’s own weaknesses and personal strengths is what 
Goleman (2000) described as accurate self-assessment. Self-assessment is one of the 
abilities that makes up the component of self-awareness. A sense of self-awareness was 
developed by the participants in this study when they engaged in music-making with one 
another. The musicians became more self-aware when they built on their prior knowledge 
and experiences. Perhaps the model example of self-awareness was expressed by Miles 
when he said: 
The best playing I do is nearly always when I know something so well, I don’t 
have to think about it. I’m not reading, I’m not thinking of the notes or the chord 
progression. Everything is internalized and I can be free. But to get to that point, 
self-criticism and detailed reflection is [sic] an important and essential element of 
practice and rehearsal (Interview Session, February 2019).  
Additionally, there were two effects experienced by the musicians, which they perceived 
as emotionally negative. First, by becoming more self-aware, they were more conscious 
of their own self-doubt and in doing so, reported that it had a negative impact on their 
improvisational process. Secondly, the musicians actively sought to eliminate their 
internal dialogue from their conscious mind while improvising, as they felt that it 
impeded their creative process during improvisation. Despite the conscious act of trying 
to avoid their constrictive internal dialogue while improvising, the musicians 
subconsciously utilized their self-awareness as a way to connect with one another.  





strategies, and responding to the ebb and flow of the music, the musicians came to 
understand self-awareness as a concept that was influenced by their interactions with 
others. These interactions allowed the musicians to develop perceptions of one another 
that were constantly evolving. As one player would voice a chord, construct a phrase, or 
explore rhythmic variation, the other musicians would respond, adapt, and reflect upon it. 
This created a dynamic situation with their musical interactions. Additionally, the 
participants utilized musical conventions, such a melody, harmony, form, and rhythm, to 
more deeply develop their sense of self-awareness. In relation to other themes from the 
data, the musicians honed their self-awareness as a way to help them practice empathy 
with one another and as a way to help them access the conditions to enter into the 
transcendent flow state.  
Self-Assessment 
As one of the critical abilities that makes up the component of self-awareness 
(Goleman, 2000), the skill of being able to accurately self-assess was of vital importance 
to the overall scope of this study as a whole. The findings from the data added to the 
understanding of self-assessment. In particular, the findings in this study corroborated 
findings that indicate that self-assessment skills may have an impact on jazz musicians’ 
abilities to perform creative improvised solos (May, 2003; Palmer, 2016; White, 2010)  
In this study, multiple data were found to expand on the ways in which we understand 
self-assessment, regarding its relationships to self-awareness, empathy, self-doubt, prior 





Relationships of Self-Assessment to Self-Awareness 
The participants realized that they were able to better recognize some of their 
personal and musical strengths and weaknesses during this study. For example, Bill 
stated, “Most of my self-assessment was negative. I was reacting to the things that I 
didn’t like and was disrupting the flow of the music. I was more trying to suppress that 
self-assessment, rather than encourage it” (Focus Group Session, February 2019). Hewitt 
(2011) found that student self-assessment did not improve with specific self-assessment 
instruction. This could be related to Bill’s comments that when he made attempts to self-
assess, his musical output was negatively affected. It seems that one reason the self-
assessment does not improve is that musicians try not to engage in self-assessment while 
improvising.  
Through self-awareness, the musicians revealed that their self-assessment 
strategies were affected and that this, in turn, had an impact on the ways that the 
musicians were perceived by one another. This connected to Hewitt’s (2001) finding that 
when students had examples of model performance, their musical output was affected. 
Upon reflection, I learned that self-assessment was happening consistently throughout the 
participants’ improvisation process and much of that self-assessment occurred even when 
the musicians actively tried to not allow their inner dialogue to influence their playing. 
This became clearer when Miles said: 
The best playing I do is nearly always when I know something so well, I don’t 
have to think about it. I’m not reading, I’m not thinking of the notes or the chord 





self-criticism and detailed reflection is [sic] an important and essential element of 
practice and rehearsal (Journaling Session, February 2019). 
In this situation, Miles knew exactly what goals he had when performing and how he 
needed to get there, which indicated strong motivation to meet his performance goals. 
This seems to be similar to what Aitchison (1995) found. Aitchison (1995) examined the 
effects of self-assessment on instrumental performance, motivation, and self-esteem and 
found that when self-assessment was introduced to students through levels that increased 
incrementally, it was strongly correlated with intrinsic interest in music and with one’s 
perception of one’s own musical ability.  
 The participants utilized Norgaard’s (2008) strategies of sketch planning and 
evaluative monitoring to influence their improvisations. Both of these strategies require a 
level of self-awareness and awareness of the other musicians to be used in an effective 
way. Both strategies are examples of types of self-assessment. Charles described this by 
saying, “‘C.T.A.’ has difficult changes, so I don’t have a lot of things to play on the first 
4 bars of each A section. I relied on a quote of ‘Bemsha Swing’ which I know works” 
(Journaling Session, February 2019). It required a level of self-awareness to make this 
self-assessment happen while playing. Charles also presented three different scenarios to 
describe ways in which he implemented evaluative monitoring (all quotes from the 
Journaling Session, 2019). In the first he said, “I was aware on ‘September in the Rain’ 
that it was noted early that we slowed down on the song, so I was focused on keeping the 
tempo peppy.” Next he wrote, “On a few of my solos, I felt out of tune in certain registers 





the third scenario, “On ‘Equinox,’ I dictated a two feel for the first two choruses of each 
solo, so that we could shift gears into a four feel.” Charles’ self-awareness of how he 
utilized three different musical devices—tempo, intonation, and time-feel—influenced 
the ways that he self-assessed in these situations.  
There was a connection between self-assessment and the personal growth of the 
musicians, which manifested itself through the participants’ self-awareness. Both Bill and 
Miles described this connection and this finding seems to be aligned with Davis (1981), 
who found that the combination of singing with focused self-assessment was positively 
correlated with students’ instrumental performance achievement. This indicates that a 
musician’s self-assessment abilities are related to one’s interest in performing music and 
to music performance achievement. Miles first commented on this when he began 
analyzing his musical phrases while he was playing. He said, “everything felt organic, the 
way it developed. I realized that I was playing episodically. You know, like in little 
episodes. They reminded me of snapshots from my life.” He went on to say that he had 
“actual conscious thoughts that kept coming back” (Focus Group Session, 2019), that 
made him focus on how his own playing evolved throughout the rehearsal session.  
 Bill called practicing “the evaluative period. The taking things apart. The thinking 
things over on a really deep level, so it becomes intuitive” (Focus Group Session, 
February 2019). Doing that work, he said, allowed him to “just play” when it was time to 
perform. He went further and disclosed that he had difficulties maintaining focus and that 
the practice time allowed him to focus more when he was performing. So, for Bill, his 





was utilizing self-assessment in the present. This connected to Greennagel’s (1994) 
findings, in which the strongest predictors of improvisation achievement among jazz 
vocalists were accurate self-assessment, the number of hours spent listening to jazz 
music, and prior experiences in an ensemble. The “evaluative periods” that Bill described 
are similar to those that Greennagel (1994) mentioned, as the vocalists’ prior experiences 
helped to develop their accurate self-assessment. 
 Through the data analysis process, I was able to define how the musicians’ self-
awareness was inspired by the ways non-verbal communication influenced their self-
assessment. Max expressed how Charles’ facial expressions helped him become, “more 
aware of how I was repeating back rhythmic ideas on the drums that I heard him play on 
his bass” (Focus Group Session, 2019). Bill defined risk-taking in musical terms, in 
which he described his peers performing melodic ideas that veered away from the 
harmonic structure through the use of chord substitutions and extended harmonies or 
purposely veered their music out of time compared to the rest of the group. This in turn, 
led him to self-assess his own playing and take similar musical risks himself. These 
findings align with White (2010), who found that communication amongst musicians is 
often explored through “flexibility, adaptation, and risk-taking” (p. 2). 
Relationships of Self-Assessment to Empathy 
The practice of empathy seemed to enable to musicians to engage in more 
accurate self-assessment. Through empathy, the musicians demonstrated that self-
assessment was related to non-verbal communication and the act of deeply listening to 





time and offered a conduit, through which they could channel their creative ideas while 
improvising. Deep listening to themselves and each other proved to be a very valuable 
tool used by the musicians to accurately self-assess. An example of this was when Bill 
commented, 
I mean, to me, the fun about being a musician is being able to negotiate with 
different people. Part of the joy of being a musician, like other aspects of life, is 
being able to negotiate and experience things with those people for that moment. 
It’s like an exercise in empathy (Interview Session, February 2019).  
Through this deep listening, the participants were constantly changing the ways in which 
they practiced self-assessment while improvising. This was directly related to what 
Kossak (2007), asserted, in which deep listening and empathy were found to be two of 
the various levels of attunement that musicians experience while improvising together.  
 The idea of connection amongst the members of the jazz combo also became an 
identifying trait of empathy. This was reflected in the ways that the participants 
continually provided thoughtful reflections, which demonstrated their desire to connect 
musically, emotionally, and spiritually with the other members. Miles used the proximity 
of space to help create stronger connections: 
I found that I responded quite a bit to Bill’s comping today, maybe because I was 
standing nearer to the piano than I usually do, and this helped me develop a strong 
connection with him while playing. During ‘Equinox’ I found myself thinking 





I love being able to use this to build a sense of connection with the others 
(Journaling Session, February 2019).  
These interpersonal connections had a profound influence on the ways that the 
participants engaged in self-assessment practice, which was in alignment with the 
findings of Kenny (2014), Seddon (2005), Seddon and Biasutti (2009). 
Relationships of Self-Assessment to Self-Doubt 
Self-assessment strategies were affected by the musicians’ self-doubt. I found that 
self-doubt impeded the musicians’ ability to connect with one another emotionally, as 
evidenced by Bill’s comment, “it’s not so much because I’m not listening, but because 
I’m afraid I’m going to forget what I’m gonna say. And, in music, I feel that it’s the 
same.” However, the participants were still able to perform with emotion and those 
emotions were conveyed through their performances. This aligned with the findings of 
Juslin (1997), who asserted that musicians can convey specific emotions through their 
performance, specifically through the use of expressive cues, such as “tempo, volume, 
timing, timbre, articulation, and intonation” (p. 414). 
Further, I discovered that empathy acted as a counter to self-doubt and often 
served as the catalyst to help the musicians overcome moments of self-doubt. This was 
the most significant finding in my study, in my opinion. This does not align with the 
existing literature because there have not been any studies in which the investigators 
sought to better understand any possible relationships between empathy and self-doubt as 





Relationships of Self-Assessment to Prior Knowledge 
The literature on self-assessment in music has shown that music students do not 
accurately self-assess on their own and need to be taught how to do so (Bergee, 1997; 
Bergee & Cecconi-Roberts, 2002; Byo & Brooks, 1994; Hewitt, 2002; Morrison & 
Montemayor, 2004). The findings from this study indicated that professional jazz 
musicians performing in a jazz combo setting can and do accurately engage in self-
assessment. The musicians utilized self-assessment from within the confines of their 
world perspectives, which were shaped by their past experiences. Further, the musicians’ 
past experiences influenced their prior knowledge. The skill of self-assessment was 
implicitly derived from the prior knowledge of the participants in this study. Thus, the 
members of the jazz combo utilized self-assessment within the context of their prior 
knowledge. Specifically, the participants utilized Norgaard’s (2008) strategies of 
evaluative monitoring and sketch planning while improvising, as methods of self-
assessment while improvising. The musicians’ self-assessment was also heavily 
influenced by musical structures such as form and harmony and utilized what Norgaard 
(2008) called “stocks of knowledge” (p. 52) while improvising. The participants used 
these musical structures as frames of reference, or scaffolding, to help them self-assess 
their playing.  
Relationships of Self-Assessment with Transcendent States: Flow and Empathetic 
Attunement 
Deep listening created an avenue for the musicians to streamline their progress 





their listening as a mechanism to help them achieve the flow state and collective 
empathetic attunement. Their practice of self-assessment was therefore influenced by this 
goal. This finding indicated that a musician’s desires or goals influenced the ways in 
which they engaged in self-assessment. This was in direct alignment with Seddon’s 
(2005) findings, from which he began to develop the theory of empathetic attunement.  
Csíkszentmihályi’s (1990) concept of flow is a well-documented phenomenon, 
during which a person who is performing an activity is fully immersed in a feeling of 
energized focus, full involvement, and enjoyment in the process of the activity. In this 
study, the musicians reported entering the flow state. The theme of transcendence was 
developed because the musicians were so highly motivated to achieve this altered state of 
consciousness while they were performing. One type of non-verbal collaboration between 
musicians is Seddon’s (2005) empathetic attunement, which another altered state of 
consciousness. There was evidence that the musicians were successful in achieving this 
state during the study, as well. The theme that was developed from the data that related to 
these two phenomena (flow and empathetic attunement) was “Transcendence” and I often 
referred to them as transcendent states in this document. Transcendence is a state of being 
that is characterized by an altered consciousness, during which illumination, vision, 
ecstasy, and/or flow may occur (Kenny & Gellrich, 2002; Lamont, 2012). Through the 
findings in this study, I was able to add to the existing body of knowledge on flow and 
empathetic attunement. The most significant findings were that the musicians desired to 
achieve these transcendent states and that they purposefully manipulated their thought 





Additionally, there was a strong connection between empathy and transcendence, which 
was strengthened through the practice of deep listening and non-verbal communication 
among the musicians.  
During empathetic attunement, the musicians in Seddon’s (2005) study often 
exhibited “spontaneous musical utterances” (p. 50), or musical phrases that came out of 
the instruments that the musicians had never practiced before. Seddon (2005) proposed 
that these spontaneous musical utterances were an example of the musicians 
communicating with deep levels of empathy and connection. I was able to corroborate 
this because the musicians exhibited spontaneous musical utterances during this study, as 
well. I was looking for an identifiable connection between the flow state and empathetic 
attunement, specifically to understand if an individual musician first had to enter a 
solitary flow state prior to achieving a state of collective empathetic attunement, 
however, no evidence was found to support this. 
Jazz Improvisation 
Even though my research questions were not directly focused on learning more 
about jazz improvisation specifically, nevertheless, there were abundant findings that 
might be used to help us understand jazz improvisation better and further, better 
understand how we might be able to utilize self-assessment strategies to elicit higher 
levels of achievement while improvising. The process of improvisation requires 
numerous internal cognitive processes and as Palmer (2016) stated, it involves various 
constraints that act to frame the art of improvisation. Typical internal constraints that 





knowledge base. An improviser uses cognitive knowledge, emotional memory, and 
muscle memory when creating improvised music. Pressing (1998) described this 
knowledge and emotional memory as a way to access “perceptual strategies, problem-
solving routines, and memory structures” (p. 53). The findings in this study were in 
alignment with this literature. For example, Miles wrote, “Most of the time the things I 
play are a hodgepodge of half-remembered songs, patterns, and sense-memory” 
(Journaling Session, February 2019). The participants used multiple techniques in their 
improvising and through the themes that were developed from the data, it was clear that 
Palmer’s (2016) constraints were evident. The participants used their prior knowledge 
from past experiences and incorporated multiple techniques, which were influenced by 
musical devices, such as form, melody, harmony, and rhythm. The participants accessed 
multiple strategies, in line with Pressing (1998), most notably through the use of non-
verbal communication, which shaped their problem-solving routines. Additionally, the 
use of memory structures was highly influenced by the musicians’ prior knowledge.  
White (2010) examined the ways the jazz professionals communicated during 
music rehearsals and found seven themes in the data, “Sound, Individuality, Virtuosity 
and Intellect, Communication, Specific Musical Elements, Mood or Character, and 
Originality and Innovation” (p. 137). Through this study, I was able to corroborate that 
specific musical elements were related to communication in the jazz rehearsal. For 
example, both Miles and Charles regularly made reference to using form to help guide 
their communication. Miles stated that he “found [himself] thinking about AABA song 





study utilized multiple melodic and rhythmic devices to communicate during rehearsal, 
such as phrasing, inversion, hemiola, and the melodic sequence. 
Norgaard (2008, 2011) identified six strategies that were used by jazz musicians 
while improvising. These were “sketch planning, evaluative monitoring, harmonic 
priority, melodic priority, the idea bank, and repetition of performed material” (p. 120). 
All six of these were useful in this study and the participants stated that these concepts 
provided useful labels to describe the strategies that they were already using. The focus 
of my analysis and discussion was on sketch planning and evaluative monitoring, because 
of the ways that they connected to themes developed from the data. An example of 
evaluative monitoring was when Charles wrote, “On a few of my solos, I felt out of tune 
in certain registers of the bass and tried to simplify the ideas to get inside the pitch” 
(Journaling Session, February 2019). For clarification purposes, the strategies of 
harmonic and melodic priority were often referred to as “melodic or harmonic devices” in 
this study. The strategy of the idea bank was often referred to as “prior knowledge” in 
this study.  
Phase three of the data collection was designed to gather data on the ways that the 
musicians performed and interacted with one another after learning about the ideas of 
Norgaard (2008) and Kossak (2007). I was particularly interested in how the musicians 
perceived their self-assessment after discussing the strategies of Norgaard (2008) and 
Kossak (2007). I thought that the participants might have focused on their self-
assessment differently after being introduced to this information. It should be noted 





2007; Norgaard, 2008) even before they had a term to describe the processes.  
Assessment of Jazz Improvisation 
 There are a number of valid and reliable methods for assessing jazz improvisation 
that have been developed. The evaluation criteria on these various rating scales tend to be 
quite similar to one another. Ratings criteria often include musical factors such as music 
theory knowledge, technique, tone quality, time/rhythm, intonation, style, and melodic 
structure (Palmer, 2016; White, 2010) as well as non-musical factors such as 
understanding, support, deep listening, a willingness to hold and give space, the ability to 
tolerate chaotic or unpredictable states, and empathy (Kossak, 2007). In this study, 
attention was not on how jazz musicians were evaluated by others, but rather on how they 
assessed themselves. The focus of this was on the interpersonal and intrapersonal 
influences of self-assessment. Kossak’s (2007) non-musical factors were supported 
through self-assessment because the musicians in this study engaged in deep listening and 
empathy. The participants were also influenced by Kossak’s (2007) understanding, 
support, and willingness to hold and give space, as these were factors that we discussed 
during the interview session. I found that Kossak’s (2007) methods were valid and 
reliable forms of self-assessment, with the exception of the ability to tolerate chaotic or 
unpredictable states, as nothing relating to that method was found in the data. 
 Palmer’s (2013) “Improvisation Achievement Performance Measure (IAPM)” 
was particularly relevant to the current study because the participants were evaluated 
using this measure, prior to the start of the study and the participants used this tool to 





to place the measure under rigorous review to calibrate the effectiveness of the IAPM and 
establish its credibility. Nonetheless, we still created a calibration of the assessment 
measure prior to utilizing it in this study. The calibrated findings supported Palmer’s 
(2013) results to verify the IAPM as an accurate assessment for jazz improvisation 
measurement.  
Creativity in Self-Assessment 
One factor that differentiates jazz from other styles of music is the “free, 
unfettered expression of the individual” (Schuller, 1986, p. 27, italics in original). 
Musicians must constantly utilize their experience and reflect on their improvisations to 
keep their music fresh and relevant (Berliner, 1994). Like creativity, individualism is 
another factor that is often used to evaluate one’s achievement in jazz improvisation 
(White, 2010). The concepts of creativity and individualism overlap and are both linked 
to the jazz improvisation process. Based on the findings in this study, it is clear that self-
assessment may have an impact on creativity and individualism, based upon one’s past 
experiences and prior knowledge, at least when jazz musicians are performing in a combo 
setting.  
Communication in the Music Rehearsal 
 One goal that I had for conducting this study was to have a better understanding 
of the ways in which jazz musicians communicate with one another while engaged in the 
music-making process. During the data collection, the findings were aligned with Seddon 
(2005) who found that much of the communication that happens during a jazz 





Seddon (2005) investigated that ways in which student jazz musicians communicated 
with one another while making music together. The findings in this study aligned with 
Seddon (2005) in that the non-verbal communication included the employment of body 
language, eye contact, facial expressions, musical cues, and gesticulation as a means to 
cooperate. This also became manifested as deep listening amongst the players. 
Additionally, the participants in this study achieved empathetic attunement, as evidenced 
by spontaneous musical utterances that occurred during performance, which corroborates 
Seddon’s (2005) findings.  
 Seddon and Biasutti (2009) found that six modes of communication were 
occurring among musicians while engaged in the music rehearsals: Verbal instruction, 
cooperation, and collaboration and non-verbal instruction, cooperation, and collaboration. 
In this study, the same six modes of communication were found, however, the discussion 
and analysis portion focused on the non-verbal collaboration, as this is what aligned with 
the themes that were developed from the data. This was evident when the musicians 
would seemingly “pass the music” around with the ends of the instrument, as if they were 
tossing a ball to one another, for example. The evidence of non-verbal collaboration 
supported the findings of Seddon and Biasutti (2009).  
 Kenny (2014) examined creativity in the context of group collaboration, through 
the lens of communities of practice (Lave & Wenger, 1991). The results of Kenny’s 
(2014) data analysis showed that the predominant feature of communication among the 
musicians was collaborative creativity. Collaborative creativity was linked with the 





communication during the music rehearsals was based on non-verbal collaborative 
creativity. For example, the participants engaged in eye contact, head nods, facial 
expressions, and body language, which included specific movements that seemed to stem 
from athletics, whereby the musicians would seemingly “pass the music” around with the 
ends of the instrument, as if they were tossing a ball to one another. Additionally, the 
participants were able to achieve the state of empathetic attunement, through their 
collaborative creativity while improvising. As such, the findings in this study 
corroborated those of Kenny (2014).  
Implications for Music Education 
There were two major reasons for conducting this study. First, I was personally 
motivated as an educator to gain new knowledge to inform the ways that I teach and 
develop curriculum. I also hoped to produce findings that might be valuable to the field 
of music education, specifically so that jazz educators might use this information to 
develop curriculum and instruction to help make jazz improvisation understandable and 
meaningful for students. 
Personal Motivations 
I am a music educator whose personal and professional goals are centered on 
making connections. I have had experience as a jazz educator, in performing jazz, and 
with improvising jazz, but first and foremost, I strive to connect with the people whom I 
serve: the students and our community. The connections that were developed from the 
data in this study were numerous and some can be used to add depth to my curriculum 





self-doubt and empathy served as contrary and complimentary phenomena, which 
worked together to create balance. I plan to implement strategies to help my students and 
me practice empathy in the classroom. I will incorporate techniques from the Six Seconds 
Emotional Intelligence model (Freedman, 2016a) to build empathy into as many aspects 
of the curriculum as possible. Specifically, I plan to focus on strategies to help my 
students overcome self-doubt that might be present when they engage with music.  
One of the ways that the participants processed their self-doubt in this study with 
through developing a sense of self-awareness to understand how self-doubt was 
connected to their past experiences. I imagine two scenarios that might be used to help 
facilitate this process with my students: 1) integrate lessons that develop the students’ 
self-awareness and 2) integrate lessons to develop the students’ emotional connections to 
their past experiences.  
The participants in this study developed their sense of self-awareness though 
retroactively examining and analyzing their rehearsal process. This exact process can be 
reproduced in the classroom with my students. By recording the rehearsal sessions of 
them improvising, we can go then watch the videos and look for incidents during which 
students felt uncomfortable taking risks, as well as identify the methods that they used for 
self-assessment while performing. Through dialogue and reflecting journaling, I will 
guide the students to question whether their lack of risk-taking and/or methods for self-
assessment might be in some way connected to their past experiences. If these 
connections are made, I will encourage them to utilize this self-awareness to help them 





Other lessons can be specifically designed to help the students develop their 
emotional connections with their past experiences and integrate these into their 
performance. This way that I will facilitate this is through a biographical assignment in 
which students write three to four paragraphs to describe a heightened emotional event 
from their past. I will then ask the students to recreate that emotional experience through 
playing music. If the experiences of the participants in this study are any indication, this 
lesson may help my students to process the emotional connections from their past by 
filtering them through the cathartic experience of creating music.  
Additionally, I plan to develop curriculum that will build my students’ prior 
knowledge into their self-assessment strategies. The connections of self-assessment to the 
specific strategies of rhythmic development, harmonic function, form, and phrasing were 
prominent in this study. These strategies were used by the professional musicians as a 
way to activate their prior knowledge and to build connection with their fellow players. I 
will work to integrate that same model into the curriculum that I teach my students by 1) 
establishing a firm foundation of knowledge regarding the concepts of melody, harmony, 
form, and rhythm, 2) demonstrating how these musical concepts can be used in 
conjunction Norgaard’s (2008) strategies of sketch planning and evaluative monitoring, 
and 3) integrating rehearsal routines to practice connecting these concepts.  
Development of Jazz Education Curriculum 
The curriculum development strategies that I mentioned in the previous section 
can apply to jazz educators in general, as well. One way to implement best practices, is 





By incorporating the tools that professionals use, jazz educators might be able to bring 
about revelatory experiences for students. The findings from this study indicated that jazz 
educators should consider implementing curriculum that directly ties self-assessment 
strategies with incorporating prior knowledge and practicing empathy. Further, the 
opportunity to facilitate an environment that adds to students achieving the flow state 
(Csíkszentmihályi, 1990), might motivate students to build their improvisation skills. If 
students can achieve the flow state or a state of collaborative empathetic attunement, that 
may be a motivator to continue developing the craft of music-making (Csíkszentmihályi, 
1990). 
Deep Listening 
The Social-Emotional Learning (SEL) framework can provide a valuable model 
to use in the jazz education classroom at any grade level, because it encourages the 
development of EI skills and competencies. The findings in this study demonstrated that 
the EI components of empathy and self-awareness were integral into the participants 
achieving success in jazz improvisation, which they interpreted as integrating prior 
knowledge, building strong connections with one another, and achieving the transcendent 
collaborative flow state. Through building and encouraging students’ knowledge and 
experiences of empathy and self-awareness, educators may be able to increase student 
motivation and facilitate more meaningful learning experiences.  
One avenue through which empathy and self-awareness skills can be developed is 
deep listening. The deep listening skills of the professional musicians who participated in 





deep listening was one way that the musicians fostered empathy for one another and one 
way that they developed their self-awareness during the study. Deep listening often 
manifested in non-verbal communication amongst the participants, such as eye contact, 
body language, facial expressions, and musical cues. This indicates that by teaching 
students how to interpret the non-verbal communication of one another, the practice of 
deep listening in the classroom can be facilitated.  
The participants in this study used language as a way to further their 
understanding their self-assessment process. Similarly, language can be used as the 
vehicle for jazz students to better understand how to incorporate deep listening skills. I 
recommend facilitating this through two methods: 1) have students create lyrics to 
already written melodies and 2) have students use the inflection of their language to 
influence phrasing in their music.  
During the data collection, Miles continuously referred to improvisation as a 
conversation. He likened it to language and used the analogy of dialogue as a way to 
describe what was happening when he was making music. There was a clear correlation 
between dialogue and improvisation for him, and the other musicians agreed that they 
experienced music in this way. When students create lyrics to already existing melodies, 
it forces them to make these same connections; connections that are not necessarily 
present when thinking of the melodies from a purely musical standpoint. Further, adding 
lyrics may provide a pathway for students to create deeper emotional meaning in their 
music. The concrete association between the lyrics and their meaning may, as Miles 





skill to improvisation. The participants in this study explained that by focusing on the 
meaning of the words or music that other participants were expressing, they were able to 
more clearly engage in the process of deep listening.  
When Miles would allude to musical phrasing, he sang, “ba-doo-ba-a-ba-da-ba-a, 
ba-doo-ba-uh” to the tune of the melody that he was describing. Miles connected 
syllables such as “ba” and “doo” to musical phrasing, by replacing any actual speech with 
inflection. As Miles put it, “…that inflection represents emotions” and helped him 
connect to the phrasing in his improvisations. This concept can be applied to instructional 
lessons to assist students in developing the skill of deep listening. Student might record 
themselves speaking which telling a story of giving a speech. Upon listening back, 
students should be instructed to focus on the speech patterns. Where are the inflections? 
Where does the tone or timbre change? Where are the cadence points? What the pacing 
of the speech? All of these guiding questions will help frame the work, so that they can 
utilize those same elements (inflection, tone, timbe, cadence points, and pacing) in their 
musical phrasing. Students thereby are building a routine to help them develop their skill 
of deep listening.  
Prior Knowledge 
Students can be taught to more deeply integrate their prior knowledge into the 
jazz curriculum, as well. The participants in this study primarily integrated their prior 
knowledge through connecting with their past experiences (both personal and musical), 
and connecting with musical structures, such as form, melody, and harmony, which 





monitoring. This indicates that teachers should consider integrating exercises to help 
students bring their past experiences into the jazz classroom. Some suggestions to do this 
include storytelling, writing autobiographies, performing an “autobiography” on one’s 
instrument as an improvised solo, and writing lyrics to improvised instrumental solos, as 
I described in the deep listening section. 
The participants in this study regularly used the musical structures of form, 
melody, harmony, and rhythm to bring their past experiences into their improvisations. 
This indicates that jazz instructors should consider building curriculum around these 
structures, so that students can gain a thorough knowledge of what these are and what 
they mean, as well how they are connected to one another. In addition to teaching scales, 
I recommend that all students be taught harmonic structures and chord progressions on a 
chordal instrument, such as piano or guitar. This knowledge can easily be transferred to 
any instrument, however the practice of being able to play multiple notes at the same 
time, paired with the visual connection of being able to see what one is playing (for 
sighted students), which can be achieved on a chordal instrument, can be a valuable way 
to solidify this information. I also recommend that students compose melodies within the 
confines of specific musical forms. The skill of musical composition may be valuable to 
for students to explore sounds that they enjoy and can be transferred to their 
improvisations.  
Norgaard’s (2008) sketch planning and evaluative monitoring played an important 
role in this study, and these are concepts that may help students develop self-assessment 





performing a musical passage. As a counterbalance to sketch planning, evaluative 
monitoring is when musicians reflect back on music they had already performed and used 
this to inform future ideas. Both sketch planning and evaluative monitoring are indicative 
of thought processes that occur while musicians are improvising. These skills represented 
ongoing processes that the musicians in this study used while improvising. However, in 
order to build these skills into practice, I recommend that jazz educators integrate 
Norgaard’s (2008) other “generative strategies” (p. 118) into the curriculum.  
Norgaard’s (2008) generative strategies were “harmonic priority, melodic priority, 
the idea bank, and repetition of performed material” (p. 120). When a musician uses 
harmonic priority when formulating musical ideas, they focus on the chord structure and 
harmonic progression, to construct their improvised solos. The use of arpeggiation, target 
chord tones, and non-harmonic tones are all derived from the concept of harmonic 
priority. Similarly, when a musician utilizes the concept of melodic priority, they use 
linear, phrase structure to produce solos. In this case, the focus is less on the chord 
structures, and more on how one note moves to the next, through the use of voice leading. 
When a musician taps into their idea bank, they use pre-practiced material as a part of 
their improvised solos. Some examples included playing short phrases, motives, jazz 
“licks,” or melodic quotations from other music. The final strategy is repetition of 
material. In doing so, musicians develop motives and build continuity into their solos by 
either playing exact repetitions or modifying these motives later in the solo. These 
generative strategies may facilitate a larger musical vocabulary amongst students, which 





Ideas for Future Study 
The analysis of the findings has clarified some areas that warrant further study. 
Emotional intelligence theory is dynamic and constantly evolving. There was distinct 
overlap between self-awareness and empathy in this study. I see a need to better 
understand the ways that various components—self-awareness, self-regulation, internal 
motivation, social skills, and empathy—are related to one another. As of now, we do not 
understand enough about the ways in which the various components of the EI framework 
depend on and overlap with one another. There is a need to better understand how 
empathy might be related to internal motivation or to self-regulation, for example. Once 
the theory is more fully fleshed out, researchers can design studies to gain insight on how 
these skills can be of benefit to our individual growth and social connections.  
It may prove valuable to replicate this study with younger musicians, perhaps 
with high school students and/or college students. In doing so, an important addition 
would be to compare the results of the students to the results of the professional 
musicians in this study. It is probable that younger or less experienced musicians will 
likely have lower SEI results and IAPM scores. A comparison of the SEI scores, the 
IAPM assessment results, and the participants’ individual feedback may prove worthy 
insight to better understand any possible achievement gap between the levels attained by 
the students versus the professionals. An understanding of the possible variance in levels 
of achievement between the students and the professionals would be important to 
developing strategies that can be used to train musicians to progress through achievement 





In this study, I found that self-awareness was related to how the musicians 
perceived one another. However, I do not know if this relationship is something that 
could be generalizable to other musicians or even to non-musicians. In order to find out if 
this relationship is generalizable, a correlational study would need to be conducted. There 
is a need to understand why self-awareness might be related to our perceptions of each 
other because this could be used to strengthen social relationships. A number of scholars 
have explored what types of conditions created meaningful experiences in music 
ensembles. Social dimensions were found to play a key role in creating meaning for 
musicians while in ensembles (Adderley, et al., 2003; Arasi, 2006; Countryman, 2008; 
Hylton, 1980; Mills, 1988; Sugden, 2005; Wayman, 2005). Further study of these social 
relationships in the music ensemble might also help us better understand our own 
perceptions and perhaps the ways in which we formulate our perspectives.  
The participants in this study formed perspectives of themselves that were related 
to self-doubt. A study to explore self-doubt in musical performance could prove valuable 
to helping musicians process self-doubt. To date, no studies have been conducted to 
explore this concept. However, self-doubt seems to be an opposing force to self-efficacy, 
which has been described as having confidence in one’s ability to think, learn, and make 
appropriate choices (Branden, 1983). Many studies have been conducted to explore self-
efficacy in music. Nielsen (2004) found that music students who exhibited a high level of 
self-efficacy were more likely to be cognitively engaged in learning material, as 
compared to students with low self-efficacy. Van Meter (1990) found positive 





self-efficacy among student musicians increased dramatically after exposure to jazz 
improvisation instruction. We might be able to learn a great deal about self-doubt by 
exploring self-efficacy, as the two concepts seem to be the opposite of one another, and 
as Brown (2018) suggested, you can often learn about a concept by studying opposing 
concepts. 
Empathy was used by the musicians as a way to release self-doubt and to help 
them access the conditions to enter into a collective transcendent flow state in this study. 
The collective flow state has been studied in musical contexts. Hart and Di Blasi (2015) 
found that through the combined experience of collective group flow, musicians actually 
developed deeper connections of empathy with one another. Rumble, Van Lange, and 
Parks (2010) suggested that through experiencing empathy, individuals are more likely to 
cooperate with one another. Rabinowitch, Cross, and Burnard (2012) found that students 
who engaged in musical group interaction developed higher scores on tests of emotional 
empathy after their participation in the group musical activities. Additionally, group flow 
may be positively correlated to social identity. Baker and MacDonald (2013) theorized 
that there may be a relationship between the flow state and one’s achievement, identity, 
and sense of self (p. 142). Rufi and colleagues (2016) found positive correlations between 
flow and the social identity of individuals. Social identity is essential to achieving group 
integration and a “heightened sense of belonging” (Rufi, et al., 2016, p. 388). Mao et al. 
(2016) found a significant and positive relationship between flow and social identity 
when engaged in self-defining activities (e.g. performing in a music group or writing a 





musicians, in order to better understand this phenomenon. Of prime importance would be 
to find out what conditions must be in place for group flow to occur and to further study 
the relationship between flow and empathy.  
Summary 
As I reflect back on the opening vignette of this study (see p. 1), I am reminded of 
the silly antics and some profound moments of musical interchange that I noticed while 
observing a group of high school jazz musicians. I began to wonder where these 
musicians’ ideas came from. How did they determine what to play next? How were the 
emotions of these teenagers influencing the ways in which they improvised jazz music? I 
decided to examine the ways in which jazz musicians communicated with their inner 
selves, as well as they ways that they were influenced by other musicians. What I learned 
was that the jazz musicians in this study utilized a complex array of self-assessment 
strategies that were constantly changing. I made sense of these skills through the lens of 
emotional intelligence theory, which to me, proffered a powerful perspective through 
which I could more clearly understand the dynamic and fluid psychological and 
sociological elements that led to compelling improvisation. I was able to fill in a few gaps 
in the literature and support findings of other scholars, but I think what was most valuable 
to me was the amount of intellectual and emotional growth that I experienced. I have 
emerged from this process as a better thinker and better communicator. With some 
powerful new tools and ideas to add to my “bag of tricks,” I will hopefully become a 






Appendix A – Jazz Assessment 
Improvisation Achievement Performance Measure (IAPM) (Palmer, 2013, p. 140–142) 
The objective of this evaluation tool is to measure the improvisation 
characteristics and ability of the performer based on an improvisation task. After listening 
to the performance, please rate the performance using the criteria below. (Please note: 
Any evidence the performer provides (e. g., double time feel) more than once, should be 
considered a characteristic of their ability.) When the evaluation is complete, categorize 
the overall improvisation ability of the performer.  
 
Evaluation Scale 





1) The soloist’s overall facility on his/her instrument. 1 2 3 4 5 6  (Series 1) 
Rhythm/Time Feel  
2) The soloist’s ability to play with good time. 1 2 3 4 5 6  (Series 2) 
3) The extent to which the soloist demonstrates rhythmic definition while floating atop 
the time feel. 1 2 3 4 5 6. (Series 3) 
Harmony  
4) The soloist’s ability to play within the chord changes (primarily utilizing chord tones).  





5) The soloist’s ability to demonstrate advanced harmonic understanding by playing 
outside the chord change by adding chord substitutions, chord extensions, and alterations. 
1 2 3 4 5 6   (Series 5) 
Melodic/rhythmic development  
6) The soloist’s ability to create melodic solo lines. 1 2 3 4 5 6  (Series 6) 
7) The soloist’s use of patterns and licks while improvising. 1 2 3 4 5 6  (Series 7) 
8) The soloist’s use of motivic development in his/her solo. 1 2 3 4 5 6  (Series 8) 
9) The soloist’s demonstration of a rich knowledge base of melodic and rhythmic ideas.  
1 2 3 4 5 6   (Series 9) 
10) The soloist’s demonstration of awareness for shaping lines and performing logical 
phrases.  
1 2 3 4 5 6  (Series 10) 
11) The soloist’s demonstration of solid eighth note lines. 1 2 3 4 5 6  (Series 11) 
Style  
12) The soloist’s ability to perform articulations, tone, and rhythmic feel appropriate to a 
song’s style. 1 2 3 4 5 6   (Series 12) 
Expressivity  
13) The extent to which the soloist’s performance demonstrates passion and character. 
 1 2 3 4 5 6  (Series 13) 
14) The soloist’s demonstration of sensitivity towards the use of space, including 







15) The soloist’s demonstration of originality in his/her improvisations. 1 2 3 4 5 6   
(Series 15) 
———————————————————————————————————— 
Please rate the overall improvisation ability of this performer:  (Series 16) 
1  2  3  4  5  6 
































A L T O  S A X O P H O N I S T A L T O  S A X O P H O N I S T
A D J U D I C A T O R  # 1 A D J U D I C A T O R  # 2
1 / 2 0 / 2 0 1 9  9 : 2 8 : 5 8 1 / 2 1 / 2 0 1 9  1 6 : 4 6 : 0 9
CALIBRATION - ALTO SAXOPHONE
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12

















T R U M P E T E R T R U M P E T E R
A D J U D I C A T O R  # 1 A D J U D I C A T O R  # 2
1 / 2 0 / 2 0 1 9  9 : 2 9 : 5 6 1 / 2 1 / 2 0 1 9  1 6 : 4 7 : 1 0
CALIBRATION - TRUMPET
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12








































55 55 55 5
T R O M B O N I S T T R O M B O N I S T
A D J U D I C A T O R  # 1 A D J U D I C A T O R  # 2
1 / 2 0 / 2 0 1 9  9 : 3 0 : 4 8 1 / 2 1 / 2 0 1 9  1 6 : 4 8 : 2 4
CALIBRATION - TROMBONE
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12
























Adjudicator #1 Adjudicator #2
4/24/2019 14:20:45 4/28/2019 15:26:33
MILES EVALUATION
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12
Series13 Series14 Series15 Series16 Series17 Series18

































P I A N O P I A N O
A D J U D I C A T O R  # 1 A D J U D I C A T O R  # 2
4 / 2 4 / 2 0 1 9  1 4 : 1 6 : 0 2 4 / 2 8 / 2 0 1 9  1 5 : 3 2 : 3 5
BILL EVALUATION
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12
Series13 Series14 Series15 Series16 Series17 Series18

























Adjudicator #1 Adjudicator #2
4/24/2019 14:11:37 4/28/2019 15:39:56
CHARLES EVALUATION
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12
Series13 Series14 Series15 Series16 Series17 Series18
Series19 Series20 Series21 Series22
6 56 66 66 66 56 66 56 66 56 46 6
N / A N / A




D R U M S D R U M S
A D J U D I C A T O R  # 1 A D J U D I C A T O R  # 2
4 / 2 4 / 2 0 1 9  1 4 : 0 6 : 3 4 4 / 2 8 / 2 0 1 9  1 5 : 4 4 : 3 7
MAX EVALUATION
Series1 Series2 Series3 Series4 Series5 Series6
Series7 Series8 Series9 Series10 Series11 Series12
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Appendix E – SEI Assessment Results 
All copyrighted material from SixSeconds: The Emotional Intelligence Network has been 
approved for publication in this document with the express consent from the CEO and 
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Appendix F – Observation Protocols 
Read Script before rehearsal begins: 
Thank you for agreeing to be observed during this one-hour rehearsal of the jazz combo. 
Please note that I will be taking observation notes throughout the rehearsal and video 
recording the rehearsal. During the rehearsal process, consider the ways that you interact 
with one another, particularly non-verbally. Additionally, think about the ways that your 
interaction with one another influences the ways that you improvise 
 
Observation protocols: 
I will pay close attention to the ways that the musicians improvise, using Palmer’s IAPM 
as a guide. I will focus on the body language, eye contact, and musical interactions of the 
musicians, specifically looking for cases of Seddon’s spontaneous musical utterances. I 
will use White’s Themes and Categories for Jazz Improvisation Achievement and 
Norgaard’s strategies (sketch planning, evaluative monitoring, harmonic priority, melodic 
priority, the idea bank and repetition of ideas) for improvisation as guides to better 
understand the improvisational output of the musicians. I will use Kossak’s levels of 
attunement (understanding, support, deep listening, a willingness to hold and give space, 
the ability to tolerate chaotic or unpredictable states, and empathy) as a frame of 







Appendix G – Interview Questions 
1. For how long and how often have you performed together as a jazz combo? 
2. How would you describe your personal and/or emotional experiences working with 
one another? 
3. What thoughts do you have regarding the results of the SEI assessment? 
4. After having completed the SEI, do you think that your interactions with one another 
when improvising may change? If so, in what ways? 
5. In what ways do you think you use the EI strategy of self-assessment while 
improvising? 
6. Norgaard’s (2011) strategies for improvisation include “sketch planning, evaluative 
monitoring, harmonic priority, melodic priority, the idea band, and repetition of 
performed material” (p. 120). I am particularly interested in sketch planning, which 
Norgaard described the ways that the improviser conceives ideas or fragments prior to 
performing a musical passage. In what ways do you conceive your musical ideas or 
fragments before you perform a musical passage? 
7. In what ways is this sketch planning influenced by the other performers? 
8. I am also interested in Norgaard’s evaluative monitoring, which he described as a 
musician reflecting back on music they had already performed and used this to inform 
future ideas. In what ways to you utilize evaluative monitoring in your improvising? 
9. Do you use this technique of evaluative monitoring when reflecting back on what the 





10. Kossak (2007) suggested that advanced musicians activate higher levels of their 
achievement while improvising. These include understanding, support, deep listening, 
a willingness to hold and give space, the ability to tolerate chaotic or unpredictable 
states, and empathy. I am particularly interested in the ways that you will employ 
these techniques while improvising together. What do you think Kossak means by 
these terms? (Go through each one and discuss its meaning, in order to calibrate the 







Appendix H – Journal Prompts 
Please reflect on your improvisatory process during today’s rehearsal by describing 
your thought process while you were improvising today. Please try to focus specifically 
on generating answers to the following questions: 
 
1- How did the rehearsal session feel today? 
2- Did you feel emotionally connected with what was happening? 
3- Did you utilize sketch planning or evaluative monitoring while improvising? 
4- What influenced your musical ideas while improvising? 
5- In what ways did you self-correct or plan your improvisations? 
6- In what ways were you self-assessing your playing while improvising? 
7- In what ways were you communicating non-verbally with your fellow musicians 
while improvising? 







Appendix I – Themes and Categories for Jazz Improvisation Assessment  







Appendix J – Focus Group Questions 
1- What improvised moments stood out to you as being important or inspiring? 
Why? 
2- What types of strategies did you imagine your fellow musicians were using while 
they improvised? What led you to these conclusions? 
3- What phenomenon or experiences did you notice that you believe had an 
influence on what someone else performed? 
4- In what ways did your fellow musicians respond or react to the ensemble 
members non-verbally? 
5- Kossak’s higher levels of performance include understanding, support, deep 
listening, a willingness to hold and give space, the ability to tolerate chaotic or 
unpredictable states, and empathy. Do you think your fellow musicians were 
utilizing these factors while improvising? If so, how and in what ways? 
6- Do you believe that your fellow musicians were using Norgaard’s strategies of 
sketch planning and/or evaluative monitoring? If so, how and in what ways? 
 
Now please watch the video of the rehearsal session and evaluate each of the other 







Appendix K – Email Recruitment Script 
 
Dear Ms. X or Mr. X, 
 
My name is Troy Davis and I am a doctoral student in the College of Fine Arts at Boston 
University. I am writing to request your participation in a research study that will 
examine the individual self-assessment of professional jazz musicians while improvising 
in a jazz combo. Specifically, the purpose of this study is to better understand that ways 
that professional jazz musicians self-assess, so that this information can be used to 
develop ways to better instruct students of jazz on the improvisation process.  
 
Your participation consists of five phases: 1) an online assessment, using the Six Seconds 
Emotional Intelligence Assessment (SEI) (approximately 30 minutes; 2) a group 
interview (approximately 1 hour); 3) an observed rehearsal of you and three other 
members of a jazz combo that will be recorded onto video (1 hour); 4) a journaling 
process, during which you will reflect on your performance practice and those of the 
other musicians (approximately 30-45 minutes); and 5) a focus group discussion, which 
will include a viewing of the recorded rehearsal and an assessment of your performance, 
using standardized evaluation criteria (approximately 90 minutes). Your personal 
information will be kept confidential, as a pseudonym will be assigned for you and will 
be used during the analysis process in all research reports. In addition to protecting your 
identity with a pseudonym, all data will be stored on a password-protected and encrypted 
hard drive. Your participation in this study is voluntary and you may choose to cease 
participation at any time.  
 
In order to assure accuracy of reporting, I will send the transcriptions of the interview and 
focus group discussion, the observation notes, the reflective journal entry, and the final 
research report for you to review and comment prior to publishing. These will be sent to 
you via email and should take no more than 15 minutes per document. Reviewing these 
materials is also optional.  
 
If you would like to participate or have additional questions about this research, you may 
contact the principal investigator: 
 
Troy Davis, DMA Candidate, 











Appendix L – Phone Script 
 
Dear (Potential Participant Name), 
 
I am writing to request your participation in a research study that will examine the 
individual self-assessment of professional jazz musicians while improvising in a jazz 
combo. Specifically, the purpose of this study is to better understand that ways that 
professional jazz musicians self-assess, so that this information can be used to develop 
ways to better instruct students of jazz on the improvisation process.  
 
In giving your verbal consent, you agree to participation in this qualitative study by 
completing five phases: 1) an online assessment, using the Six Seconds Emotional 
Intelligence Assessment (SEI) (approximately 30 minutes; 2) a group interview 
(approximately 1 hour); 3) an observed rehearsal of you and three other members of a 
jazz combo that will be recorded onto video (1 hour); 4) a journaling process, during 
which you will reflect on your performance practice and those of the other musicians 
(approximately 30-45 minutes); and 5) a focus group discussion, which will include a 
viewing of the recorded rehearsal and an assessment of your performance, using 
standardized evaluation criteria (approximately 90 minutes). Your personal information 
will be kept confidential, as a pseudonym will be assigned for you and will be used 
during the analysis process in all research reports. In addition to protecting your identity 
with a pseudonym, all data will be stored on a password-protected and encrypted hard 
drive. Your participation in this study is voluntary and you may choose to cease 
participation at any time.  
 
In order to assure accuracy of reporting, I will send the transcriptions of the interview and 
focus group discussion, the observation notes, the reflective journal entry, and the final 
research report for you to review and comment prior to publishing. These will be sent to 
you via email and should take no more than 15 minutes per document. Reviewing these 
materials is also optional. (Do you consent to the interview?)  
 
If you have additional questions about this research, you may contact the principal 
investigator: Troy Davis, DMA Candidate, Boston University, College of Fine Arts 
 
If you have questions about your rights as a research participant, or would like to speak 
with someone independent of the research team, you may contact the Boston University 
Institutional Review Board (IRB) directly at 617-358-6115 (or at irb@bu.edu).  
 







Appendix M – Video/Recording Use Consent Form 
Protocol Title: Self-Assessment of Jazz Musicians 
Principal Investigator: Troy Davis 
Description of Subject Population: Professional Jazz Musicians 
Version Date: 
 
Video/Recording Use Consent Form 
 
As part of this research study, I have made a video recording of you. With your consent, I 
would like to be able to use your video recording for different purposes. You are free to 
agree to any number of the purposes below from zero to all. Agreeing to the use of your 
video is voluntary and will not affect your participation in the main study. 
 
I will only use the video recording in ways that you agree to. In any use of this video 
recording, your name will not be identified. If you do not initial any of the spaces below, 
I will destroy the video recording. 
 
Please indicate below what uses you agree to: 
 




• The video recording can be used in other research studies 
Please initial:______________ 
 
• The video recording can be used for educational purposes 
Please initial:_____________ 
 
• The video recording can be used for scientific publications 
Please initial:______________ 
 
• The video recording can be shown in classrooms to students 
Please initial:______________ 
 
If at any time in the future, you change your mind about allowing me to your video 







Study Contact Information 
 
You can call us with any concerns or questions. Our contact info is listed below:   
 
Tawnya Smith, PhD (co-investigator)  
Troy Davis, DMA Candidate (principal investigator)  
 
If you have questions about your rights as a research participant or want to speak with 
someone independent of the research team, you may contact the Boston University 
Institutional Review Board (IRB) directly at 617-358-6115. 
 
Statement of Consent  
 
I have read the information in this consent form including risks and possible benefits. I have 
been given the chance to ask questions. My questions have been answered to my 
satisfaction, and I agree for my video recording to be used as indicated above. I have been 











Signature of Participant  Date 
 
 
I have explained the research to the participant and answered all his/her questions. I will 

















Appendix N – Boston University, Charles River Campus Consent Form 
 
 
Boston University Charles River Campus (CRC) IRB  Page 1 of 6 
Consent Form Template;  




Protocol Title: Self-Assessment in Jazz Improvisation 
Principal Investigator: Troy Davis 
Description of Subject Population: Professional Jazz Musicians 




The purpose of this research study is to better understand the ways in which professional jazz 
musicians self-assess their own improvisations in a jazz combo setting. 
 
Subjects who take part in this research study will be in this research study for 5 hours. During 
this time, subjects will make 1 study visit to the principal investigator’s private music studio. 
 
Subjects taking part in this study will Six Seconds Emotional Intelligence Assessment (SEI) 
online prior to meeting in person, which will take approximately 30 minutes. Then, 
participants will meet in person to complete 4 additional phases of data collection. This will 
include a group interview (approximately 1 hour); a jazz combo rehearsal (one hour); 
reflective journaling of the rehearsal process (approximately 30-45 minutes), during which 
participants will reflect on their performance; and a focus group discussion and viewing of 
the rehearsal (approximately 90 minutes), during which participants will assess their own 
playing based on standardized evaluation criteria. 
 
There are no major risks for participating in this study.  




Please read this form carefully.  The purpose of this form is to provide you with important 
information about taking part in a research study.  If any of the statements or words in this form 
are unclear, please let us know. We would be happy to answer any questions. 
 
If you have any questions about the research or any portion of this form, please ask us.  Taking 
part in this research study is up to you.  If you decide to take part in this research study we will 
ask you to sign this form.  We will give you a copy of the signed form. 
 
The people in charge of this study is Troy Davis (Principal Investigator) and Tawnya Smith, 
PhD (Faculty Advisor). Troy Davis can be reached at 1-415-310-1505; 
mrtroydavis@me.com. Tawnya Smith can be reached at 1-617-353-8794; 
tdsmith7@bu.edu.  We will refer to Troy Davis as the “researcher” throughout this form.  
 
 






Boston University Charles River Campus (CRC) IRB  Page 2 of 6 
Consent Form Template;  
Version date:  January, 2019 
 
 
The purpose of this study is to better understand the ways in which professional jazz 
musicians self-assess their own improvisations in a jazz combo setting. 
 
We are asking you to take part in this study because you are a professional jazz musician who 
has a history of performing improvised solos at a high artistic level, based on standardized 
criteria. 
 
Four participants will take part in this research study at Boston University. 
 
Troy Davis, the researcher, is paying for this research to be done. 
 
 
How long will I take part in this research study? 
 
We expect that you will be in this research study for 5 hours. During this time, we will ask you 
to make 1 study visit to the private studio of the researcher. 
 
What will happen if I take part in this research study? 
  
If you agree to take part in this study, we will ask you to sign the consent form before we do any 
study procedures. 
 
Prior to Study Visit 
  
The preliminary assessment will take about 30 minutes to complete. This will take place prior to 
meeting in person. During this visit, we will ask you to do the following procedures: 
• Complete the Six Seconds Emotional Intelligence Assessment (SEI) online. You will be 
provided a special access code to enable entry into the site. The SEI is widely available 
and will include questions about your feelings regarding various situations and emotional 
states.  
 
Study Visit 1 
  
Visit 1 will take about 4.5 hours to complete. At this visit, we will ask you to do the following 
procedures: 
 
• Participate in a group interview of approximately 1 hour. This group interview will be 
recorded onto video. 
• Participate in a rehearsal with a jazz combo of your peers for 1 hour. This rehearsal will 
be recorded onto video.  
• Participate in a journaling session, during which you silently reflect on the rehearsal 
process, for approximately 30-45 minutes. 
• Participate in a focus group discussion, during which we will view the video recording of 
the rehearsal and you will evaluate your playing, based on standardized evaluation 







Boston University Charles River Campus (CRC) IRB  Page 3 of 6 
Consent Form Template;  






After the study visit and five phases of data collection are complete, the researcher will 
transcribe the proceedings from the group interview, the combo rehearsal, and the focus group. 
You will be send copies of these transcriptions via mail, within 2 months of the study date. Once 
you receive the transcriptions, you will have one week to review the transcripts, to confirm that 
the proceedings were transcribed properly. If you need access to the video recordings, to confirm 
these proceedings, you will be granted access to the recordings. Once your confirmation of the 
proceedings is complete, you should return the transcripts to the researcher via mail, with any 
edits marked on the transcripts. The researcher will destroy all participant identifiers once the 
study has been completed and the dissertation published. All study records will be kept in 




We would like to videotape you during this study. If you are videotaped it will be possible to 
identify you in the video. We will store these recordings in a private, secured, password-
protected, and encrypted hard drive. We will label these recordings with a code instead of your 
name. The key to the code connects your name to your recording. The researcher will keep the 
key to the code in a password-protected computer/locked file. The recordings will be stored 
until the final publication of the researcher’s dissertation is complete. Once the dissertation 
is published, the files will be destroyed. This is expected to last between 18-24 months after 
the data collection is complete.  
 
Do you agree to let us audio/videotape you during this study? 
 
______YES   ______NO  _______INITIALS 
 
 
How Will You Keep My Study Records Confidential? 
 
We will keep the records of this study confidential by storing all data in private, secured, 
password-protected, and encrypted files, folders, and data storage devices. We will make 
every effort to keep your records confidential. However, there are times when federal or state 
law requires the disclosure of your records. Hard copies will be kept in locked files.  
 
Study Participation and Early Withdrawal 
 
Taking part in this study is your choice.  You are free not to take part or to withdraw at any time 
for any reason.  No matter what you decide, there will be no penalty or loss of benefit to which 
you are entitled.  If you decide to withdraw from this study, the information that you have 
already provided will be kept confidential. 
 
If the researcher can withdraw the subject:  Also, the researcher may take you out of this 
study without your permission.  This may happen because: 





Boston University Charles River Campus (CRC) IRB  Page 4 of 6 
Consent Form Template;  
Version date:  January, 2019 
 
 
• You can’t make the required study visits 




We may like to contact you in the future either to follow-up to this study. 
 
Do you agree to let us contact you in the future? 
 
______YES   ______NO  _______INITIALS 
 
 
What are the risks of taking part in this research study? 
 
 
 Risks of Completing Tasks 
  
 You may get tired during the tasks.  You can rest at any time. 
 
 Questionnaire/Survey Risks 
  
You may be uncomfortable with some of the questions and topics we will ask about.  You do not 
have to answer any questions that make you feel uncomfortable. 
 
Loss of Confidentiality 
 
The main risk of allowing us to use and store your information for research is a potential loss of 
privacy.  We will protect your privacy by labeling your information with a code and keeping the 
key to the code in a password-protected computer. 
 
Focus Groups 
The researchers will ask you and the other people in the group to use only first names during the 
group session. They will also ask you not to tell anyone outside the group what any particular 
person said in the group. However, the researchers cannot guarantee that everyone will keep the 
discussions private.  
 
Are there any benefits from being in this research study? 
 
There are no benefits to you from taking part in this research. 
 
What alternatives are available? 
You may choose not to take part in this research study. 
 
Will I get paid for taking part in this research study?   
 






Boston University Charles River Campus (CRC) IRB  Page 5 of 6 
Consent Form Template;  




If you complete all the study visits/tasks, we will pay you a total of $200.  
 
If you do not complete all tasks in the study visit, we will pay you $50 per task completed. 
 
What will it cost me to take part in this research study? 
 
There are no costs to you for taking part in this research study. 
 
What happens if I am injured as a result of participating in this research 
study? 
 
If you are injured as a result of taking part in this research study, we will assist you in getting 
medical treatment.  However, your insurance company will be responsible for the cost.  Boston 
University does not provide any other form of compensation for injury. 
 
If I have any questions or concerns about this research study, who can I talk 
to? 
 
You can call us with any concerns or questions. Our telephone numbers are listed below:  
 
Troy Davis, researcher and principal investigator, 415-310-1505; mrtroydavis@me.com can be 
contacted at any time. 
Dr. Tawnya Smith, faculty advisor, 617-353-8794; tdsmith7@bu.edu can be contacted via phone 
on weekdays, from 9:00am – 4:00pm, Eastern time, or via email at any time. 
 
If you have questions about your rights as a research subject or want to speak with someone 
independent of the research team, you may contact the Boston University IRB directly at 617-
358-6115. 
 
Statement of Consent  
 
I have read the information in this consent form including risks and possible benefits.  I have been 
given the chance to ask questions.  My questions have been answered to my satisfaction, and I agree 






 Name of Subject 
 
 
______________________________________  ____________________ 
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Consent Form Template;  




Because I will be sending you copies of the transcripts of the proceedings via mail, please 
provide me with your mailing address 
 
___________________          ______________________      ________     _________ 
Address or PO Box                 City                                           State             Zip Code  
 
 
I have explained the research to the subject and answered all his/her questions.  I will give a copy 




Name of Person Obtaining Consent 
 
 
________________________________________  _______________________ 
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